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PREFACE 


HE HAAR HeUlavoTer | 
୧୦୮ ୪ର୍ପଷଙପତୀ ଖ୩୪ଫର୍ଗ ପୀ କସ ।। 
(aaa) 
Utkal or Orissa is well known world wide as the 
land of Culture or the land of Lord Jagannath. Not only 
great stalwarts in Music & Dance have been here, but it 
is also the home to several classical forms of Music and 
Dance. Inspite of having been endowed with rich tradition 
of classical forms of dance & music, and the birth of such 
renowned gurus in the state, there has not been any 
significant and satisfactory development in research of 
that direction. Students have no access to the subject other 
than what they require from the Gurus, to enlighten 
themselves regarding the tradition of music & dance. 
Inspite it being sufficient knowledge to be imparted to the 
students, yet the students of today who are to be teachers 
in the future, . ere are posibilities of difficulty, they might 
face in future. 


The books available on Odissi Dance are not 
sufficient to provide enough knowledge or to remove any 
kind of doubts which may arise beacuse these books deal 
with other. ancient encyclopaedia only thereby not 
throwing enough Light upon the style, the rules etc. Efforts 
are being made to remove such difficulties faced by the 
students. There have been requests "Madam, kindly write 
a book in simple language so that it becomes easier for us 
to read." "Our children have to read different books for 
examinations, and it is difficult for us to know what to read 
and what not to and that too from which books."This is 
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the absolute truth. How is it possible for small children to 
buy books and prepare answers and so on. Is it possible 
for every student of dance to browse over at different 
libraries in order to prepare oneself for answers. This 
thought has always been my foremost thought first as a 
student and then as a teacher. 


One evening, my husband, Sri Chandra 
Sekhar Mahapatra and myself, while in the garden were 
discussing this particular problem. Coming to know about 
the thoughts, I had been pondering about said--"It is easier 
for you to write down the questions and answers. You 
devote your time to studies while I look after the house." 
However, since I was busy with the thesis of my doctorate 
degree, I really could not think when would I find the time 
o read, write. One day, Nrityaguru Sri Durga Charan 
Ranbir, arrived at my residece and on hearing my decision, 
agreed on the idea as my husband had. Both of them 
together promises me into the task. It is their 
encouragement and inspiration that made me undertake 
the task for writing this book. another person to inspire 
and encourage me was my younger sister's husband Sri 
prabir Kumar Pattaik, Lecturer, M.S. Law College, 
Cuttack. 


My thought was, if 1 was to write a book how was 
it going to be helpful to the students. Therefore, keeping 
in view the syllabi followed by students of Odissi Dance 
throughout the country, I undertook the task of writing this 
book, hoping that it would be helpful to the students who 
are taking their examinations in Odissi Dance. It is does 
not however mean that they are going to limit themselves 
to this standard norm. Knowledge is one’s primary duty, 
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therefore, to restrict oneself to this particular book is not 
enough. 


However, I have regrets regarding Tala. Rythm, 
beat etc. in whatever form, whether through practically 
demonstrate or by dance, expression of the Tala is not 
correct. I have seen on.several instances while conducting 
examination, examinees and their teachers do not express 
‘Tala’ correctly. This is my personal experience. As the 
knowledge of grammar is most necessary for proper 
expression of language, similarly ‘Tala’ is necessary for the 
exression of music & dance. Therefore, I have tried to give 


an emphasis on Tala, keeping all factors in mind. 


It is imperative, that one needs inspiration, 
encouragement, therefore, though, I would sit and write 
down, who would help me give life to the effort, who would 
help me decipter thé Sanskrit Shlokas. I began my search 
for an emient scholar who would do so. Then only could 
I start my writing. The eminent scholar, author and editor 
of the Culture Department Dr. Bhagaban panda, on 
hearing my plight came to my rescue. He devoted his 
valuable time for my humble venture and today the dream 
has been realised due to his efforts. I am for ever indebted 
to him. He has encouraged and helped me with enthuisam 
and vigour. I am indebted and thankful to Sri Dhaneswar 
Swain Lecturer in Odissi Mandal for imparting his 
valuable knowledge regarding the intricacies of tala, I also 
thank Sri Ramahari Das, Lecturer in Odissi Vocal for his 


valuable assistance in Swaralip?. 


Late Sri Kali Charan Pattanaik, Nrityaguru late 
Debaprasad Das and eminent dramatists and researchers 
Sri Dhirendranath Pattanik have rendered me immense 
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help without which writing this book would not have seen 
possible. 


Encouragement from my Guru Late Sanjukta 
Panigrahi will forever etched in my memory. 


Right from the beginning till its completion, my 
husband S.i Chandra Sekhar Mohapatra, Nrityaguru Sri 
Durga Charnn Rabir, Smt Rina Rath, Km Sanghamitra 
Dhal, Km Manjushre Panda and my students have been 
my inspiration and help. It would be improper on my part 
to say that this book has no errors and needs no corection. 
There might be several errors that may be brought to my 
notice for further improvement of this Book. 


Lasly, with the encouragement. inspiration 
that helped me to complete this book titled "Odissi 
Dance - Part - 1", { hope to bring out the second part 
shortly with the same enthusiasm. I sincerely hope that 
this humble effort on my part will come to some help to 
the students of Od’ssi Dance and thereby honouring my 
effort as a success. 


Dr. (Smt.) Bidut Kumari Choudhury 
Author 
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ODISSI DANCE 


© What is dance 2? What do one mean by 
dance ?2 


There are many art forms existing in this world. 
Music is one of those great art forms. In the study of 
fine arts, though music has been accepted as a special 
science, in fact it means the inner passion of this 
universe, specially of the human kind. This passion 
is a gift of God to mankind. God’s benediction only 
can help to improve this passion. 


The harmony of song, instrumentation are 
pleasant only to the ears. Audience gets enjoyment by 
instruments. Those streams are known as spectacle and 
audiable. The body gestures in the dance gives 
pleasure to the eyes of the audience and the sound 
of the anklets produced by the wonderful movements 
of the feet gives pleasure to the ears. 


An infant child expresses his feelinges by his 
natural body gestures and dance even when he is not 
capable of speaking. He expresses his anger or 
pleasure by moving his hands and legs. Peachick, 
Fawn and spider express their feelings by dancing 
naturally. So, when an emotion becomes super 
abundant at heart, it comes out early and easily in 


the form of dance. 


The greatness of dance has been acclaimed and 


praised for ages everywhere. According to the 
1 
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Scripture of music, dance originated from the body 
gestures of ‘Lord Mahadeva’. The ‘Apasara Dance’ has 
immense fame in ‘Indra Sabha’. In the worship of gods 
goddesses, there is also the tradition of dance 
functions. 


In ‘Baraha puranae’, it is noted that :- 
JA aaa dug କନ | 
ପୀ ଅତ ୩୪୫୮୩ ୩୯୩୮ ୪୪୮୪୯ ୪୮୪ ॥। 
" O Earth, I shall describe the science of dance 
through the practice of which the people get salvation 
out of this world." 


Meaning that those who intened to dance for god. 
they cross the corporal sea and get salvation. 


The person who dances with healthy mind and 
intense veneration, is freed from the sins of rebirth. 
According to ‘Siva Purana’, ‘Mahadeva’ is the initiator 
of the dance form. There is a tradition of ‘Devadasi 


Dance’ which is customary in performing the rituals 
of Lord. 


In ordinary sense, everybody watches dance in 
school and college functions, different festivals, social 
and cultural functions. Dance can also be seen in the 
films. Three things can be observed out of this. As :- 


(a) We see everything through our eyes. 
(b) We hear everything through our ears. 


(c) While watching the dance being performed, 
our mind and heart is also influenced. 
2 
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The combination of these three feelings is known 
as Dance. While watching dance, we observe the male 
dancer (Nata) and the female danceer (Nati) in front 
of us. We hear the: song and the sound of the 
instrument and we see the body movements of dressed 
& ornamented dancers. 


@ What are the Primary requirements for 
Dance ? 


At first, proper attention should be paid towards 
two angles for dance, out of which the first one is the 
instrument As an instrument can never play on its 
own, an instrumentalist is needed to play it. The 
instrument will play the tune the way in which the 
incter nn talist knows fo play A person can play an 
instrument over which he is the Master. 


The second angle is song that gives pleasure to 
the ears only. The audience gets pleasure by listening 
to the melodious music through their ears. But dance 
is not only vision, it flows in two streams for the 
purpose of audience as spectacle and audiable. While 
performing a dance, a dancer gives pleasure to the 
audience in two ways. Firstly, appropriate 
presentation of the body and secondly by the amazing 
foot movements keeping pace at par with rhythm. So, 
in dance, the body movements gives joy to the eyes 
and the anklets gives pleasure to the ears. So, a 
dancer should give attention towards these two 
directions and therefore, has to make a lot of effort. 


ieee 
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The body of a dancer is an instrument. So, the body 
will work as the dancer moulds it. Always one has to 
keep an eye on the artistic body gestures and 
movements of his own body. “ Jl gwd: ddl gf ‘‘ This 
is the first memorable duty of a dancer. A dancer 
should give attention to his/her gestures as well as 
to rhythm and as well as concentration. 


® Why do you learn dance ? 


Human-being is always desperate to have a little 
touch of God till he is in this theatre of life. In the 
realistic world, every man’s individuality is made of 
different elements. People take over different ways to 
win god and swiftly manage their work. For 
instance,some people win over god in the devotional 
way by serving God, some people serve the neglected 
poor and in that way they surrender themselves at 
the feet of the God. There are also some. people, who 
in order to satisfy their desires, do Jajnas, different 
kind of worshipping and chanting of Mantras (hyms) 
and by that get blessings of God. While existing on 
this earth, man is influenced by voices. For salvation 
and atonement of sins committed and to get to 
heaven, after death, man performs different kinds of 
sacrifices, Yajnas, dedication to God. 


For which, man thinks at heart that his soul will 
get salvation. According to the view of saints, the art 
of dance or music is also a medium to reach God. This 


Digitized by srujanika@gmail.com 


artistic instinct is more or less present within 
everybody. Some nurture it in small quantity and 
some in large quantity. Everybody cannot perform 
music or dance. So, whoever has got the skill for the 
art, thinks it to be a gift from God. For instance, 
money or wealth can be taken but cannot be stolen. 
Art never decays, if donated rather it becomes twice 
as much. The creator of this fine art is the God 
himself. Since the beginning of the Universe, 
"Saraswati" played ‘Bina’, ‘Lord Krishna’ played 
‘Flute’ etc. So, this art is created by God. According 
to saints and ascetics, it is possible to win over God 
by music and dance, since God is said to love-art, it 
delights his heart. By learning dance and music, man 
becomes an artist bringing in colour to this world. The 
dance loving bewildered audience’s blessing shower 
upon him like flowers. To' learn dance, a male or 
female dancer have to do some exercises ijn order to 
make their body flexible. The body remains healthy 
by exercises. There, a dancer is protected from 
diseases. In this world, almost every man is art 
loving. So, this art gives peace to the mind of a dancer 
as well as provides pleasure & fascination to others. 
From the religious point of view, art is the most 
authentic and best way among all the religious ways. 
Itis the strongest weapon for every success. It is like 
the blessings of God. The Creator - - God himself is 
a great artist and to win over him, art is the best 
medium. 
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@ How was dance originated ? 


Human beings express themselves by their 
gestures. When a child grows up, he develops his 
gestures and simultaneously he learns how to speak 
by which he expresses what is right and what is 
wrong. By gestures, we mean, to express our pleasure 
through eye-brow & facial expression and to react 
instinctively. Our Shastra (scripture) says :- 


This means to : " The amorous gestures 
apathetically expressed through the eyes, eye-brow 
etc. are called ‘Bhaba’ and they called ‘Bhava’ when 
expressed emotionally.” 


yaar faertg Taiz ARTG: 
HTT UaTed Weed fan Fd Srzid |! 
fafferrras fad ura: mer faffhaT | 


(afer ado) 
Human tames animals and birds by his gestures. 
The dance which has its base in gestures is a fine art. 
There is a great bond between life and fine art. There 
is a great bond betwen life and fine art because it 
gives pleasure. Melodious beats and emotional acting 
pounds human heart and mind. To reach the ecstacy 
and to feel and enjoy its eternal feelings, man always 
turns to fine arts and searches for the importance and 
speciality of this form. So man’s interest towards fine 
art is inevitable. 


Digitized by srujanika@gmail.com 


OA VOODOO 20 OER CCA EE CO OEE RE 


Life is a theatre. Each & Every person performs 
his/her part or role according to their taste in this 
world. Man’s everyday activities are arts, that is why 
life is called an art. Some people try to explore a 
particular art form. To realise, understand and enjoy 
the form, they devotion to art is calleds "Sadhana". 
This devoted soul is known as artist. The art loving 
audience is the creator of the forth-coming artist, who 
later develops the art form. So, the art loving 
audience gains most from the guidance of the artist 
and artist in returngets pleasure by their feeling. 


According to Hindu mythology, ‘Brahma’ is the 
Creator, ‘Vishnu’ is the protector and ‘Shankara’ 
(Mahadeva) is the Destroyer. ‘Shankara’ is also the 
originator of dance. In Shiva Purana, it has been 
noted that, to humiliate Shiva, Maharaja Yakshya 
once prepared a ‘Yajna’ without inviting lord Shiva. 
Parvati (Lord Shiva’s wife) was also present in the 
ceremony. When she came to know about that insult 
of her husband, she burnt herself in the holy fire. On 
carrying her half-burnt body, lord Shiva stared 
dancing in order to destroy this Universe. That dance 
was called as ‘Tandava’. And lord Shiva’s gesture at 
that time is called the ‘Nataraja’. In relation to this, 
there are a lot of old mythologies. But it is a fact that 
with the creation of human being, dance, art and 
gestures also have been created. The art of dance not 
only exists on the earth but also in heaven where it 
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is thought to be accepted as a primary art form. Lord 
Indra himself was an expert in this art. The Lord of 
lords ‘Shankara’ was the primary teacher of this art 
form. Arjuna (a character of Mahabharata) at that 
time had acquired a lot of knowledge in dance. 
Balarama with Revati, Arjuna with Subhadra used to 
dance.So, the art of dance is being developing since 
ages and it is widely propagated and spreaded by the 
burgeons of the society at that time. Later, it was 
involved in the history, religion and social norms. 


® What is the necessity of Ghunguras in 
Dance ? 


As a ship without a sailor fails to move perfectly, 
so also the dance of a dancer without Ghungura 
cannot be successful. As a sailor for ship so Ghungura 
for a dancer is most essential. The tinkling sound of 
the same brings a great pleasure to the dancer. 
Without it, the dancer fails to dance and feels 
handicapped. Before stepping into the stage, the 
dancer chooses his/her ghungura as his/her life 
partner his/her future centering around it. He/she 
feels that without ghunguras, his/her life is 
meaningless. In fact, it can be said that the 
ghunguras are the unseparable part and a life-time 
friend of a dance. 


Before the use of ghunguras, in ancient times, 
the anklet was used in dance. But anklet was only 
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suitable for women and ghungura was for men. With 
the changing of times and also the change in human 
point of view resulted in the change and use of 
ghungura. Eventually, the sound of man’s ghungura 
become more popular than the anklet used by the 
women. Later, women also used ghungura while 
dancing. They are still used today and will remain so 
as dancer is lost in a world of his/her own by the 
rhythm of music rendered by the ‘ghungura’ on. his/ 
her feet. In a performance, ghungura is always there 
like a body with a shadow and like two sides of the 
coin for the artist . This is the necessity of it for dance. 


The statues of gods/goddesses in ancient temples 
in various dancing poses have their feet adorned with 
ghunguras. Ghungura gives the necesary guidance 
and discipline to the rhythm and beats of the dance. 


@ How important is the use of instrument 
in Dance 2? How many kinds of instruments 
are there 2 


This universe is governed by God. Spirtuality is 
the substance of Indian art. Since ages, art is 
associated with religion. The definition of dance comes 
from the religion, and from this dance, the world has 
been created. Life is burdened with work. So, the goal 
of dance is to give encouragement and enormous joy 
to the fatigued body and burdened mind of man to 
enjoy life. So, dance seems to be inherent in every 
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human-being. The art is honoued not only for the 
dance, & Song but the presence of musical instrument 
also makes art complete. These instruments give a 
new charm and beauty to the dance form as do the 
blood and flesh make a perfect healthy human body. 
Musical Instruments can be used differently to 
entertain the audience with wonderful dances. Hence 
a lot of importance is given to instruments in dance. 
Without the use of instrument, the rhythm cannot be 
properly maintained in dance . The use of instrument 
is quite necessary for dance but there are many kind 
of dances and each of which needs a different kind 
of instrument from it and the audience gets to know 
what particular emotion the dancer is going to emote. 
Dance and instrument are complimentary to each 
other just as the two sides of a coin. 


In olden times, a few instruments were used with 
dance. But with the changing times, the tradition has 
also been increased. Now, the Vina (Iute), the Venu 
(flute), the Mardala (drum), the Violin, the Sitar are 
played with the dance which fascinate the audience. 
Hence, application of musical instruments is, 
therefore, expremely important for dance. There are 
four kinds of Instruments :- 


1. Tata Vadya :- Musical instruments which 
have strings. As : Ekatara, Tantrika, Vipanchi, 
Chitravina, Mathakokila, Alapini, Kinnari, Vinaki, 
Nisangavina etc. 


10 rons 
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2. Sushira Vadya : Which have hole/s and the 
music echoes by the air. As : Murali, paavika, 
Madhukari, Kaahaali, Lundakimi, Sringa, Vari, Turi, 
Mahuri, Titimi Shankha, Sahanai etc. 

3. Nibadha Vadya :- Which are covered by 
leather. As : Pataha, Mardala, Huduka, Karata, 


Ghata, Ghadasa, Dhakka, Runja, Dambaru, Jhallari, 
Nishana, Tamaka etc. 


4. Ghana Vadya :- Which are played by deating 
the two parts of that instruments. As : Tala, Kansya, 


Ghanta, Kshudraghatika, Jayaghanta, Kasta, Patta, 
Jhanja etc. 


Ordinarily, these instruments are titled as 
‘Ghasa’, ‘Rosha’, ‘Nakha’ & ‘Phunka’. 
1. ¢‘ Ghasha’ :- The instrument which is played by 


rubbing. Like : Violin, Swaramandala etc. 


2. ‘Rosha’ :- The instrument which is played by 
beating. Like : Mardala, Pakhawaja, Jalataranga etc. 


3. Nakha’ :- The instrument which is played by puff 
of breath. Like : Vansi (flute) etc. 


Out of the above, minimum three musical 
instruments namely Mardala, Venu (flute) and 
Kshudraghantika are barely required in the dance. 
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@ What is "Mudra"? What is the necessity 
of "MUDRA" (Posture) in Dance ¢? 


The whole universe can be explained by Mudra. 
Accoding to our ‘Soundarya Shastra’ (scripture of 
elegant) and ‘Nritya Shastra’ (scripture of dance), 
there are three kinds of ‘Mudras’ like : 


1. The mudra which is stated while talking. 

2. The mudra which is expressed by the dumb. 

3. The mudra which is used as the symbol of the 
language. 


Besides above, Mudra is also used for rupee and 
coins, blocks and Mudda. In ancient times, ‘Mudra’ 
meant ‘Hand’ in India. But this word is not even once 
mentioned in ‘Natya Shastra’. ‘Bharata’ (The author 
of ‘Nritya Shastra’) used ‘Hasta’ (hand) instead of 
‘Mudra’. Generally, the hand /movements are called 
‘Mudra’. But, if we see it properly, ‘Mudra’ does not 
mean to hand movements. In Sanskrit Literature, 
Mudra has various connotations. But in danc, it 
means only exhibiting. The hand movements, at the 
time of chanting ‘Veda’ and ‘Mantra’ (hymn) are 
called Mudra’ so, basically the acting which is done 
by hands is called Mudra. It has an important place 
in dance and worshipping. Mudra is a basic 
requirement in dance and by this, we can recognize 
of dance. In Sanskrit, Mudra is used in the ‘Shastras’ 


(scriptures) which were written ‘after ‘Vedas’. 
12 
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Generally, ‘Mudra’ means ‘Mark’. In the 32nd and 
34th chapters of ‘Manjushree Mulakalpa’, this has 
been used predominantly. In Tantrik proceedings, we 
can always see these four systems. Like :- (1) ‘Mudra’ 
(posture), (2) Mandalz2’ (altar), (3) Jantra’ (mystical 
diagram) & (4) Mantra’ (hymn). When a statue of god 
1s contemplated in the mandal, it is called Jantra. And 
after enchanting the ‘mantras’, the puja (worship) is 
conducted with the help of the ‘Mudra’ 


In ‘Pali’ language; Mudda’ meant hand-counting. 


The use of mudra in dance develops its charm. 
It is like ornaments of dance. All human beings do 
not speak the same language. There are dofferent 
languages for different countries, castes and 
communities, which cannot be understood properly by 
everybody. But through the use of mudra, he/she can 
express feelings properly. While dancing, the ‘mudra’ 
which is used by the dancer, helps the audience to 
understand the meaning. That is why, mudra is also 
called as a symbolic language which is understood by 
all. 


@ What is the importance of Dance in 
music 2? Which rules should be abided by 
while Dancing ?2? 


Singing, instrumentation and dancing come 
under the word ‘Music’. Music is made by the fusion 
of these three arts. These arts have their own 
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importance when practised individually. 


According to ‘Sangeet Ratnakar’ :- 
(shave) 
"The combination of the songs, the instrumental 
sounds and the dance is called Music." 


A dancer always performs with the help of an 
instrumentalist. Dance is divided into two parts like, 
‘Des?’ (local) and ‘Marga’ (classical). ‘Des?’, means 
Folk dance, which is never taught, it does not need 
a Guru (instructor) to teach it. There is no evidence 
or history about its origin. This form of dance came 
spontaneously to man. Who started it; nobody knows. 
Somebody must have danced first, somebody must 
have sung first, but later on it became universal. folk 
dance is a natural art. There are no rules or 
regulations written for it in our Shastras (scriptures). 


‘Marga’ means Classical Dance. Like:- Odissi, 
Kathak, Manipuri, Bharat Natyam, Kathakali. These 
dance forms have hard and fast rules. For each dance, 
different gurus have set up some rules. There are 
many rules for body gestures and also for face, eyes, 
hand and feet. Rhythm, beats and concentration are 
the fundamental rules of classical dance. So, there is 
indeed a Jot of differences between he Folk Dance and 
Classical Dance. 


In classical dance, it is not possible for a dancer 
to dance without beat and rhythm. There is another 
14 
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rule for classical dancing which is to worship God and 
Guru when a dancer comes up to the stage and to 
perform this art in the conventional style by 
Systematic serial method. 


@ What is the duty of an artist 2? 


This creation is wonderful, infinite and 
undecaying. This creation is organised by the powers 
of the Creator. Every living being performs its job 
following the path of religion. In this universe, human 
is the only animal who believes in God. Human-being 
is the greatest creature in this Universe. India is the. 
country of arts. From the time immemorial, Utkal 
(now called Orissa) has also made a place for itself 
in the world for its arts, culture, architecture and 
sculptures. But the human could not enjoy his/her life 
because he/she is lost in his/her work. So, in the 
circumference of this fatigued life of a man, art gives 
pleasure and inspiration to live, and gives a new 
realisation to man. Art is such a thing that can help 
a man to lessen his pain and to get solace. Those who 
feel this art and perform it before public, are called 
artists. There are many virtues seen within a worthy 
artist. These are :- (1) Dedication (nistha), (2) 
Patience, (3) Firmness, (4) Daily practice, (5) Self- 
control, (6) Stipulated and regulaed food, drinks and 
entertainment, (7) Proteinous food, (8) Healthy 
condition, (9) Simplicity, (10) Should give up the idea 
to earn money out of this, (11) Should win over senses, 
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(12) Should give up narcotics, (13) Without luxury, 
(14) Peace, (15) Graciousness, (16) Hard labour (17) 
Generosity, (18) Mercy, (19) Kindness (20) Charm and 
(21) forego one’s ego. 


An artist should be sincere in his efforts and 
should possess the qualities stated above. These 


virtues can help him to become a great artist. 


@ The names of expert Gurus of Classical 


Dance ?2 


Though so many centuries have passed by, 
there is no clear evidence about the origin or the 
Creator of dance and music. Music is created with the 
development of human mind & thought; thus say the 
scientists. This world is created from dance. Whatever 
it may be; now dance is being widely praised and 
propagated. In the opinion of religious people, we can 
reach God through this art. Dance is such an art 
which cannot be achieved without learning. So, the 
person who teaches is called a Guru (teacher). So, it 
1s said : 

TS Tar Joffwor: 7S Sa Hesav: | 
୪: ଖ୩ଞଙ୍‌ ୪୧୮ ୩୩ ୬୩ ୫୩ ସ୍ତ: ।। 
The preceptor is the Creator, the preserver and 


the destroyer. He is the supreme spirit. All hould 
salute him. 
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Every human-being comes to this stage of life 
with a certain purpose. After completion their role, 
they have to go back to their pavilion. But, some of 
them become immortal even if they die. Our Dance 
teachers are some of those immortal souls. The lamp 
of their dedication is still lighted and it will remain 
lighted till the end of this world. Among our Dance 
teachers those who are the most memorable are :- 


In ‘Kathakal#® :- Sankar Nambodri, Thantamani 
Gopinath, Krishan Kutty, Guru Kunju Karuku, Kunju 
Nayar, Chandu Panikar. 


In ‘Bharat Natyam!’ :- Minakshi Sundaram Pillai, 
Chokalingam Pillai, Gamiha Pillai, Sikili 
Ramaswamy Pillai,. Motiha Pillai, Kitapa Pillai, 
Swami Nathan Pillai, Elapa Pillai, Muddapa Pillai, 
poonidra Pillai, Bala Saraswati , Gouri Amma, 
Jiyaratha Amma, Oukanta Ichhani Amma, N.Sarada, 
Rukmini Devi Arundale, U.A. Krishna Rao. 


In ‘Kathak ? :- Achham Maharaj, Ichhu Maharaj, 
Sambhu Maharaj, Birju Maharaj, Damayanti Ghosh, 
Rani Khyoran, Sundar Lal Kathak, Kohan lal 
Kathak, Gopi krishna, Sitara Devi, Ram Gopal, Daya 
Kumai. 

In ‘Manipuri ? :- Atamb Sin, Ambobisin, Mohan 
Singh, Chandrakanta Singh, Suraj Ban Singh. 

In ‘Odissi ?:- Somini Mahapatra, Chinta Beja, 
Balunka Behera, Babaji Apat, Babaji Padmanabha 
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Das, Chintamani Mahapatra, Mohan Mahapatra, 
Massi Mahapatra, Chandra Sekhar Patnaik, 
Kabichandra Kalicharan Patnaik, Arjuni Panda, 
Bhimasen Mahapatra, Dushashan Rout, Kartik 
Behera, Pankaj Charan Das, Deba Prasad Das, Kelu 
Charan Mahapatra, Mayadhar Rout, Mahadeva 
Rout, Raghunath Dutta. 


The classical dances of India are widely 
acclaimed nationally and internationally for the 
dedication of the above mentioned Gurus. Their 
disciples have taken their work now and are still busy 
in rehearshing. 


@ What does it mean by Odissi dance ? 


The classical dance was formerly called ‘Odra 
Nritya’. Orissa was called ‘Odra Desha’ ; then and 
that is why its dance was named so. Bharata, the 
author of ‘Natya Shastra’ (scripture of dance) had 
named this style of dances ‘Odra Magadh?’ in his book. 
But in later times ‘Abhinaya Chandrika’ an evidential 
book about dance had named this form of dance as 
’Odra Nritya’. In 200 B.C., the dancer used to dance 
in the Udayagiri caves near Bhubaneswar, this is 
evident from the pictures there. Kharabela was ruling 
in the Ist century. During his regime, dance and music 
got the highest acclaim. It is evident from Huen 
Tsang’s travelogue that when he visited india, there 


was a Dance form prevalent in Orissa. This proves 
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that the history of Odissi Dance is quite old. The 
statues which were in Ratnagiri and Udayagiri caves 
also belong to that period. So, it can be said 
undoubtedly that Dance was existing before that. 
® According to ‘ABHINAYA DARPANA’, 
Dance was created in the Following Manner : 
The Creator Brahma after completion of ‘Natya 
veda’, first gave it to Bharata to enact. After that, 
Bharat taught this art form to ‘Gandharavas’ and 
‘Apsaras’. Bharat then produced this in the form of 
Natya, Nritya and Nritta in front of Lord Shankara 
with his disciples. Seeing the raw manner of his 
dance, Lord Siva formally trained Bharata by his best 
disciple ‘Tandu’ systematically. Tandu, one of the best 
performer of the Siva’s troop taught the fine dance 
called Tandava to Bharata and Goddess Parvati 
taught to Usha, the daughter of the demon king Bana. 
The Gopis of Dwaraka, learnt of Saurastra learnt the 
same from the Gopis and then the dance was 
popularised all over India. as an art of a long and 
great tradition of India. Regarding the origin of Dance 
It has been seen in ‘Abhinaya Darpana’ that :- 


ସୀ ଅଫ ଏୂର୍ଫ ୪୧ଖୀ୪ ଅତ: । 
ସରମ ୪୮୪୦: ୪] ୩Uaf୮MUIvua TO: 11 


ସୀ ମୂ ସୀ ମଧ ୪୮୩: ୨୪ | 
ggg ୪a ୪aMu Fd ଗୀ ୫୪: ।। 
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"gguaT dIUESd qUESTd GUST HaMsder | 
Idd ATT MOTHS || 


a SRI: Tread: | 
arf fafa aTaf STATA aera || 
Us Iman decd Mafra | 
(au ଝ୪୦) 


@ ‘Natyotpati (Origin of Dance) - - 
According to ‘Natya Shstra’ (Scripture of 
Dance). 

In the first chapter of ‘Natya Shastra’, there is 
a description of how ‘Natya’ has been originated. This 
scripture was written by ‘Bharat Mun. ‘Treta Yuga’ 
started after ‘Satya Yuga’. At that time,people got 
indulged in many kinds of inferior acts and sins. This 
sin spreaded over the whole world. So, Indra (the 
King of Gods) and other Gods asked ‘Brahma’ that 
they needed an entertainment which could satisfy 
their ears and eyes. The four fundamental ‘Vedas’ 
were not acceptable to the lower castes (sudra). So, 
they requested Brahma to write the fifth ‘Veda’ which 
could be acceptable for all the castes. Mrahma agreed 
and promised that he could write aVeda which would 
be according to the religion, which would give fame 
and which would have many advices, which would 
guide our youngsters in every thing they do. This 
es DO 
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Shastra would also contain the substances of other 
Vedas. This Shastra would also contain guide-lines to 
all other arts. 


With this thought, Brahma remembered the four 
Vedas. He collected substances from them and 
prepared ‘Natya Veda’. He collected ‘Patha’ (studies) 
from ‘Ruk Veda’, ‘Gita’ (song) from ‘Sam Veda’, 
‘Abhinaya’ (acting) from ‘Jadur Veda’ and ‘Rasa’ 
(rhythm) from ‘Atharva Veda’ and wrote ‘Natya Veda’ 
as the fifth Veda. After creating this Veda, Brahma 
suggested Indra to utilise this Veda and to bring it 
into action and told those who have great taste in 
Rhythm, and are clever and industrious, only they 
would participate. Indra said that the gods were 
unable to perform Natya Vidya. So, Brahma then 
called upon Bharat Muni and told him to employ his 
hundred sons in this job. Bharat Muni first made 
three styles of ‘Abhinaya’ i,e. ‘Bharati’, ‘Saswati’ & 
‘Aarabhati’. But, when Brahma explained the 
necessity of ‘Kausik1’ style, then Bharat Muni asked 
the help of some Apsaras. So, for the Kausiki style, 
Brahma gave some Apsaras to Bharat Mum. 


He appointed Gandharbas like Narada for 
singing. In Indradhwaja festival, the ‘Sura Vijaya’ was 
carried into action. The Gods were so satisfied that 
they gave many gifts to Bharat Muni and his hundred 
sons. This drama showed the defeat of demons in the 
end, which irritated the demons and they created 
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obstacles.These, obstacles continued. So, Brahma 
ordered Biswakarma to build a ‘Natya Shala’ 
(auditorium for dance & drama). Biswakarma 
constructed the ‘Natyashala’ and delivered the place 
for the gods there. This way, ‘Natya’ has come into 
being. 


The names of the Apsaras who were associated in 
the ‘Natya’. 


1) Manjukeshi, 2) Sukeshi, 3) Mishrakeshi, 4) 
Sulochana, 5) Soudamini, 6) Debadutta, 7) Debasena, 
8) Manorama, 9) Sudatti, 10) Sundari, 11) Bidagddha, 
12) Bibidha, 13)Sumala,14) Santati, 15) Sunanda, 16) 
Sumukhi, 17) Magadhi, 18) Arjuni, 19) Sarala, 20) 
Jerala, 21) Dhruti, 22) Nandaa, 23) Supuspakala, and 
24) Kalabha. ; 


These are the gifts, the Gods had presented to 
Bharat Muni. 


01. Indra gave his auspicious ‘Dhwaja’. 
02. Brahma gave his gave ‘Kamandale2’. 
03. Baruna gave his Bhungara’. 

04. Surya gave his ‘Chhatra’ (Shadow). 
05. Shiva gave his ‘Siddhv?. 

06. Vayu gave his ‘Byanjana’. 

07. Bishnu gave his throne. 


08. Kubera gave his crown. 
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The position of Gods on the Natya mandap were 


as follows :- 

01. Chandra (Moon) was appointed to guard the 
Mandap (Stage). 

02. The gods of direction guarded their respective 
directions. 

03. Varuna supervised the back-door. 

04. Agni watched over the ‘Ved?’ (altar). 

05. Ghosts were installed in the rafter/wattle and on 
the thatch/ceiling, apsaras were positioned. 

06. ‘Jakhinis’ were settled in every room and on the 
floor Mahodadh3’ was installed. 

07. ‘Yama’ was installed near the door and ‘Nagaraj’ 
were positioned beside the door. 

08. In the middle ‘Jamadanda’ was kept and ‘Shula’ 
was also kept on it. 

09. Niyati’ (destiny) and death were installed as 
watchmen. 

10. In the ‘Rangapitha’, Brahma Himself stayed 
stable. 

11. To the beneath of ‘Rangapiha2’, the residents of 


‘patala’ or Hell ‘Yakshas’, ‘Grutyika’ & ‘panaga’ 
were employed. 
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® The Origination of Dance - - According to 
‘Abhinaya Chandrika’. 


‘Abhinaya Chandrika’ is a documentary book 
about Odissi Dance. In this book, Odissi Dance is 
called ‘Udra Nrutya ’ according to its old name. This 
book was written in the 12th Century A.D. by Sni 
Maheswar Mahapatra. An edition of this book has 
been published in 1967 and was edited by late 
Padmashree Sadashiv Pathsharma. But critics opine 
that this book was written in 1687 A.D. 


The art of dance was established by Shankar. 
His son Ganesh earned it from him. From Ganesha, 
this art was learnt by Rambha (an Apsara) and 
Bharat Muni. Then this art was transformed to 
Gargacharya. From Gargacharya, the tradition of 
disciples started with Bikata, Kumaracharya, 
Rantideva, the expert of Udra Nrutya Attahasa also 
learnt the art of dancing. In all the other books, the 
name of Shankara, Ganesha, Bharat have been 
mentioned. But the age to which Gargacharya, 
Bikata, Kumaracharya, Rantideva & Attahassa 
belonged has never been mentioned by any author. 
The following ‘Sloka’ describes event like-wise. 


Jaa HeEgqoT wdଣsafafar । 
Teg Fp Weogd: |! 
Ng HATed aT Carga Hor: | 
JST Hog ମ୍‌ ଝି ୪୧୦ ମଧ: ।। 
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@ Introduction on some of the important 
books on Music and Dance. 


After Vedic age, it is accepted that the ‘Natya 
Shastra’ written by Bharat Muni is the oldest among 
the books written in Sanskrit in India. Many experts’ 
views are depicted in this book before Bharat Muni, 
so it is believed that many Shastras have been there 
before. It seems they were used as ‘sutras’ (formulae) 
and Bharata has only compiled those formulae to 
write ‘Natya shastra’. 


Natya Shastra’ is only regarded as the 
‘Panchama Veda’ (fifth Veda). Experts say many 
contradictory statements about Bharat Mumni’s era. 
Some other say that he belonged to B.C. 2nd to 3rd 
Century. Some other say that he belonged to 5th B.C. 
But the edition which is available now is not accepted 
as of that age. Unanimously it is believed that from 
the view of language and style, ‘Natya Shastra’ 
belongs to ancient tradition. It is assumed that 
‘Natya Shastra’ was written two hundred years earlier 
than the period of Kalidas, i.e. in 2nd B.C. 
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Bharata’s ‘Natya Shastra’ consists of 37 
chapters. The first chapter described about the Origin 
of Dance. Next two chapters described about ‘Ranga 
Mandapa’, its kind, various parts of ‘Ranga 
Mandapa’, ‘Ranga Shiras’ (top), ‘Ranga Madhya’ 
(middle), Ranga Prushtha2’ (surface), Marabarani and 
the spectators’ place/auditorium. The fourth and fifth 
chapter narrates about the preparations before the 
performance takes place. After that, there is a 
systematic description about four kinds of Abhinaya 
(Aangika, Bachika, Aaharya, Satwika). In the 6th and 
7th chapters of ‘Natya Shastra’, there is a narration 
about ‘Satwika Abhinay2a’. There is a clear discussion 
about the ‘Raaga’, ‘Bhaba’, ‘Bibhaba’, ‘Anubhaba’ 
& ‘Sanchari Bhaba’. 8th to 13th chapters covers about 
‘Aangika Abhinaya’. 14th to 20th chapters covers 
‘Bachika Abhinaya2’ and the next chapters describe 
about ‘Aaharjya Abhinaya’. 

Since ancient times, there is an influence of 
regional specialities in Indian culture. Accordingly, 
there are many styles of dances belonging to many 
regions of India. In ‘ Naya Shastra’, Bharat Muni has 
mentioned about four kinds of classical dances. 

agar AIR Mera aed MaFrgfa: | 
3a TrfaoTcT T qalcl JE-HTT {| 
(୩୯୭୪୮୩୮୪୦) 

Bharat Muni has also written about the places 

where these dances were performed. They are :- 
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Abanti style. which is performed in Abanti (Ujjaini), 
‘Sindha’. Southern style was performed in Kosala (the 
northern region of Banaras). Kalinga (the southern 
part of Orissa and connected areas of Andhra), 
Drabida (Madras), Panchali style - - Panchal (the 
middle area of Ganga and Jamuna), Surasena 
(Mathura), Madra (Madri , Gandhar, Afganistan), 
Kashmir, Hastinapur, Bahmika & Odramagadhi Anga 
(Modern Bhagalpur) , Banga (Bengal), Batsha (Oudh), 
Magadh (Bihar), Paundra (the north Bengal), 
Antagiri- Babirgiri (Orissa), Mallavarsha (modern 
Malad district), Brahmahotra (costal Brahmaputra), 
Prag Jyotispur (Kamarupa), Bideha ( Mithila of 
Uttar Pradesh), Tamralipta (Tamrek of Midinapur 
disrict) etc. 


Many years later after the Natya Shastra was 
complied, these dance have been divided into some 
branches due to the influence of some regional dances 
on these dances. This has been discussed in 
‘Abhinaya Chandrika’ written by Shri Maheswar 
Mahapatra. The scripturist mentioned that during 
the period, mentioned in his writing seven types of 
approved dances were performed such as : ‘Magadh?, 
‘Sourasen7t, ‘Karnata’, ‘Kerala’, ‘Panchaada’, ‘Udra’. 
Describing the special symptoms of these dances; he 
wrote : 

HTT Magu ଏଲତ ଆଖସ | 
UTE Ham HIATT || 


27 


Digitized by srujanika@gmail.com 


JIT NS Ma ପର । 
HTarcvia ଓEud ଓର ୮ ୪୭ ॥।। 
(Gfଧau afsoarm) 
Among the dances which are performed those 
days, Kathak’ and ‘Sourasen? of North-India, Bharat 
Natyam, Kathakali, Kerali of south-INdia and Odissi 
Dance are Based on Udra Nrutya. 


Natya Shastra is regarded as the oldest and 
greatest among the books written on dance and music 
in Indian languages. The lucid descriptian Bharat 
Muni illustrated about ‘Natya’ (drama), Dance, Music 
and Instruments proves that in those ages, these art 
forms were in their peak. So, it can be said that the 
tradition of art was started much before Bharata’s 
period and it was improvised in the age of Bharata. 
It is assumed that there was a rich tradition of dance 
since ages in this country. 


"ABHINAYA DARPANA" ; 


Acharya Nandikeswara is known as one of the 
most acclaimed music teachers of India. Many 
literature have been written about the science of 
Indian dance and Music. Among them, Bharata’s 
‘Natya Shastra’, Sangadeva’s ‘Sangeeta Ratnakar’, 
Dhananjaya’s ’Dasarupada’ and Nandikeswara’s 
‘Abhinaya Darpana’ are most important. ‘Abhinaya 
Darpana’ is written many years after ‘Natya shastra’. 
But in ‘Natya Shastra’, the act of performance is also 
described along with their symbols. In ‘Abhinaya 
—————— ୨ rere 
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Darpana’, mainly the ‘Aangika Abhinaya2’ is described. 
Though this book has followed ‘Natya Shastra’, but 
it has also maintained its own style and dignity based 


on formulae, symptoms and the application related to 
‘Abhinaya’. 


We .do not get any proof of acharya 
Nandikeswara’s period. Many books on rhythm, Rasa, 
Yoga, Tantra and Kamashastra have been associated 
with the name of Nandikeswara. 


Rajsekhar’s ‘Kabya Mimansa’ describes that 
Nandikeswar has written books related to Rasa. 
‘Jogatarabal?’’ and ‘Nandikeswar Tilak’ both related to 
Rasa. ‘Jogatarabal?’ and ‘Nandikeswar Tilak’ both the 
books ae written by Nandikeswar. It is proved that 
the writer of Tala and Abhinaya is Nandikeswar and 
the writer of other books is another Nandikeswar 
because a music expert namely Nandikeswar was 
there who had excelled in Tala and Abhinaya which 
is clearely written in ‘Sangeeta Ratnakara’. ‘Linga 
Purana ’ says that he lived in this earth. Sri Rama 
Krushna Nandi has stated that Nandikeswar and 
Tandu are two names of the same Person. Critics say 
that ‘Abhinaya Darapana’ is written in 5th A.C. or 
after 1250 B.C. 


After ‘Natya Shastra’, some other books were 
also written about it. Among them, Sagar Nandi’s 
(11th Cen. B. C.) 
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‘Natya Lakshyana Ratnakosha’, Rama Chandra 
Gunabhadra’s (12th Cen. B.C.) ‘Nataka Paribhas2’, 
Raja Ashoka Malla’s (15th Cen. B.C.) ‘Nrutya 
Addhayana’ are remarkable. 


‘Abhinaya Darpan2z’ is divided into 324 Slokas. 
There is a prayer to Lord Sankar in the beginning as 
the ‘Satwika Abhinaya’. Then Acharya Nandikeswara 
has systematically described about the origination 
and tradition of Natya Veda, admiration of Natya 
Shastra, the nature, style and symptoms of Abhinaya, 
the organisation and time limit of the performance of 
abhinaya, the symptoms of Natya, Nrutta, President, 
Minister, Meeting, Senator and the arrangement of a 
meeting, the merit and demerit of the dancer, 
symptoms of Royal, eulogy to the Lord of the dance, 
the worship of the instruments and Guru js described 
in the first 31 Slokas. 


Then they pray to the Goddess of the dance hall 
and offer ’Puspanjal?’ (offering flowers) before starting 
dance - - (Slokas : 32-37). After this, there is 
‘Chaturbidha Abhinaya’ (four kinds of action), 
‘Asthabidha Satwika Bhaba2’ (eight types of celestial 
emotions), ‘Anga’, ‘Upanga’ and ‘Pratyanga’s 
‘Sadhana’ (exercise of the limbs of the body), 
‘Nababidha Sira ’ (nine types of head movements and 
is application), ‘Asthabidha Drusti ! (eight types of 
eye movements and its application, ‘Chaturbidha 
Gribabhinaya’ (four kinds of neck questures), 28 kinds 
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of hand movements and its application - - (38-171 
Slohas), 23 kinds of close knit hand movements and 
its application, the hand gestures which are used for 
Gods’s ‘Dasabatara Hasta Mudras’ (hand postures for 
‘Dasabatra’) the mudras (postures) used for relatives, 
13 ‘Nrutta hasta’, ‘Gativeda’ (styles/kinds of 
movement), the Mudra used for ‘Nabagraha’ (nine 
planets) - - (250-258 Slokas), ‘Chaturbidha Padagati’ 
(four kinds of foot movements), ‘Dasabidha 
Mandalapada’ (ten types of circled foot movement), 
‘Panchabidha Utpalabanapada’ (five kinds of vigorous 
movemets), ¢ Saptabidha Bhramaripda,’ Astabidha 
Charipada’ and Dasabidha gatibheda’ - - (259-324 
Slokas) are discussed. | 


In this book, there is a complete description of 
fifteen kinds of symptoms of ‘Abhinaya’ and their 
application using head, eyes, neck and execute of foot 
movement. In the field of dance-drama, the 
contribution of this book is incomparable. 


‘SANGEETARNABA CHANDRIKA’? : 


Among the unpublished scriptures of Music of 
Orissa, ‘Sangeetarnaba Chandrika’ written by pdt. 
Raghunath Ratha and recognised by Kerala’s king 
Nilakantha is remarkable. Kerala’s king Nilakantha 
Shastrakar was the patron of Pdt. Raghunath. 


Some critics sa that king nilakatha was the king 
of modern-day Kerala of Southern India. But 
according to ‘Sangeetarnaba Chandrika’ of pdt. 


31 


Digitized by srujanika@gmail.com 


Raghunath, there was a small State called Kerala 
near Brahmani river of Orissa. This script proves that 
now that place is under Cuttack district and called 
‘Kalakala’ in which king Nilakantha ruled. King 
Nilakantha, the reputed son of king Gadadhara and 
Queen Sukhadevi, was a music lover and fond of 
cultue. pdt. Raghunath Ratha was the head-pandit of 


the dynasty. He was also an expert in music. 


‘Sangeetarnaba Chadrika’ is divided into five 
parts. In this, there is discussions’ about Music, 
Raaga, Song, Rhythm and instrumental dancing. The 
author says that although there were many books 
written before this’ book which were lengthy, 
contradictory in approach and full with different 
meaning, SO, ‘Sangeetaranaba Chandrika’ is written 
to simplify the summary of music for the students as 
well as music and lovers. In the first part of this book, 
origin of music and the style is being denoted. 


Lord Brahma collected ‘Patha’ (study), 
‘Abhinaya2’ (action), Song & Rhythm from Ruk, Yajur, 
Sam and Atharba Vedas espectively to prepare 
‘Sangeeta Veda’, which is also called ‘Panchama (fifth) 
Veda’. This manucript is also called ‘Natya Veda’ or 
‘Gandharva Veda’. 


ଇଁ ୩ଅଁ ସଫ ସୂଫ ୪୩ ଫସ । 
(iarvofa afc) 


It means : "The mixture of song, instrumentation 
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and dance is called Music". Sangeeta (music) is 
divided into two types :‘Marga’ and ‘Deshi’. The 
former is used in heaven and the latter on earth. The 
basic inspiration for music is ‘Nada’ (sound). This 
sound is created from the combination of the wind & 
fire of the body. 


RR: HOTTA Wich faa | 
ସରସ: O୩୮ ୪୩୮୩୦୩୮ 6 $ ମ୮ଷ୩ପଣ ।। 
(shharvfaafs oun) 
The types of sound, its origination, Swara barna 
(vowels), Byanjana barna (consonants), Shruti 


(hearing), the kinds of seven tones are described in 
the first part. 


In the second part, there is an analysis about 
‘Raaga’. Earlier, there were 16 thouand ‘Raagas’. But, 
it is now decreased to 6 Raagas and 36 Raginis. 


In the third part, mainly there is a description 
about song. Although, the music is the congregation 
of song, dance and instrumentation, but song 
constitutes a greater part of it. The importance of 
song,-Gunabali (nature of songs), Raagaramya 
(ornamentation of Raaga), Gita-Dosa (faults of Song), 
Bhasha Gita Lakshyana (symptoms of song), 
analysing the ‘Aalap ’, the parts of Essay, Dosa-Jati 
(Kinds of faults) and the symptoms of the rhythm, the 
types of song, are described vividly in this part. 


Fourth part described about rhythm, song, 
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instrumentation and dance is meaningless without 
rhythm. The definition of rhythm includes its 
importance, parts, origination of different types of 
rhyhm, direction, style, mass. 


Fifth part discusses about instruments and 
dance. Instrument is divided into four types as ‘Tat’, 
‘Sushira’, ‘Anacha’ & ‘Ghana’. After that, the author 
had decided the symptoms of Natya. ‘Nata’ means 
dancer. This definition came from the very word 
‘Nrutya’ or Nrutou’. The feelings or action of the 
dancer is called ‘Nata’ or ‘Natya’. There is a close 
relationship among dance, Drama and action 
(Abhinaya). The Abhinaya which is enacted by 
feelings is called ‘Nrutya’ (dance). Rhythmical dance 
is called ‘Natya’ and natya with Abhinaya is called 
‘Rupaka’ (Drama). Extracting from different great 
shastras, the author has described that dance is the 
best way to get salvation. 


Dance is differentiated into two types ‘Marga’ 
(classical) ‘Deshi’ (folk). There are 20 kinds of ‘Marga’ 
form of dances & 16 kinds of ‘Des? forms of dances. 
The writer has defined the symptoms of dance like 
‘Tandav’ (prerana, Bahurupa), ‘Spurita, Joubata), 
‘Bisama’, ‘Bikata’, the signs of small dances. The 
writer has also discussed the dances like : Kasthi, 
Jakadi, Shabari, Kuranji, Matabali. 


Besides above, the author has also discussed 
about the construction process of the Auditorum 
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(Natyasala), the place of the hero, heroine and the 
audience, the’sign of a character, the selection process 
to conclude, the get up of theartists, Make-up and 
acting rule, special make-up creation rule, ‘Malya 
(row) creation, language of Natya (drama), naming of 
artists, timing of the dance-drama, four kinds of signs 
& division and rules of eulogy. 


Among the ‘Sangeeta Shastras’ which were 
quoted in ‘Sangeetarnab Chandrika’ are ‘Sangeeta 
Ratnamala’, ‘Ratnabal?’, ‘Gita prakasha’, ‘Sangeeta 
Koumud;’, ‘Sangeeta Sara’, ‘Shekhara Kalapaball?’, 
‘Natya Darpana’, ‘Chandrika Chudaman’?’, ‘Natya 
Lochana’, ‘Sangeeta Muktabali’, ‘Sangeeta Saran\’, 
‘Matanga Sangeeta’, ‘Sangeeta Siroman7?, 
‘Sangeetambodh?. These books are quite well-known 
in Orissa as well as in the national level. 


Raghunath Rath has quoted the names of Bharat 
Muni, Damodar, Narayan, Hari Nayak, Sarnga Dev, 
Bhagadutta, Narada, Shankara, Sridhara Swami, 
Krushna Das, Jaya Dev, Bachaspati, Narayan Nrupa 
etc. so many times with the topics along with other 
pandits & scripturists. 


This author’s another creation ‘Natya 
Manorama’, is a short substantial book of 
‘Sangeetarnaba Chandrika’, but this book could not 
be published that is way could not guide the music 


lovers. 
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‘NATYA MANORAMA’ : 


On the bank of the sacred Baitarani river, there 
was a place called Kalakala, where pandit Raghunath 
Ratha wrote ‘Natya Manorama’ under the kind 
patronage of king Nilakanatha. It is Known from the 
last Sloka of ‘Natya Manorama’ that King Nilkantha 
was the king of Orissa. 


Natya Manorama is divided into 5 chapters. The 
first chapter describes ‘Nada’ (sound), ‘Swara’ (voice), 
‘Muchhana’ (rhythm), ‘Jati’ (rest of voice) etc., the 
second chapter explains ‘Raaga’ and its symptoms, the 
third chapter discusses rhythm, 4th chapter Says 
about ‘badya’ (instrumentation) & ‘Nrutya’ (dance). 
The regional folk dances have also been mentioned in 
the discussion. There is a clear illustration about 
Odissi Dance in the 3rd & 5th chapter of this script. 


‘ABHINAYA CHANDRIKA’ ; 


Abhinaya Chandrika’ is an authoritative 
Scripture of Odissi Dance. Shree Maheswar 
Mahapatra is its author. Shree Mahapatra had 
ornamented in the senate of King Narayan Dev of 
Khemundi. Narayan Dev established Khemund;i State 
in the southern region of Orissa during 1400 century 
B.C. Later, this state was divided into three parts and 
titled as : (1) Paralakhemundi, (2) Badakhemundi & 
(3) Sanakhemundi. 


In relation to Odissi Dance; ‘Abhinaya 
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Chandrika’ is a small but authoritative scripture. 
According to ancient name, ‘Odissi Dance’ is stated as 
‘Udra nritya’ in this scripture. 


There are 284 Slokas in this scripture. Lord 
Ganesh & Lord Jagannath have been prayed in the 
first two Slokas. In the following sixteen slokas, the 
praising of Dance and the origination of ‘Udra Nritya’ 
(Odissi Dance) have been described. This scripture 
opine that firstly, Lord Shiva taught this art from of 
dance to his son ‘Ganeslr. Then, Ganesh taught it to 
‘Rambha’ (the apsara of heaven) and ‘Rambha’ taught 
it to ‘Bharat Mun’. from bharat, in disciple tradition, 
Gargacharya, Bikatacharya, Kumarcharya, Rantideva 
& Attahasa learnt this art of dance. There are many 
writtings regarding the contribution of ?Bharat Muni 
& Rambha are seen in many dance scriptures. But the 
name of other ‘Acharyas’ (Gurus) are not seen in other 
books except this ‘Abhinaya Chandrika’. ‘Attahasa’ 
has ben titled as ‘Udranrutya Bisharad’ (expert in 
Udranrutya) in this scripture. Traditionally, in the 
History of Orissa, Attahasa Deva was the son of 
Chodaganga Deva, the Emperor of Ganga. It is 
guessed that this man may be the earlier stated 
Attahasa because the Ganga-kings were not only the 
patrons of Art but themselves were the experts in Art 
also. Probably, Attahasa Deva spent his times in the 
discussion & analysation of Art & Dance not being 
enthroned and achieved a special accomplishment in 


this art. 
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Then, the writer has mentioned about different 
‘Mudras & Bhangis’ (postures & gestures) used in 
Odissi Dance. In his opinion, the main ‘Padaveda’ 
(foot movements) are of four kinds; as : ‘Stambapada’, 
‘Kumbhapada2a’, ‘Dhanupada’ and ‘Mahapada’. Besides 
these, he also written about the movements of 
different other foot movements are seen in ‘Natya 
Shastra’ of Bharat. Regarding motion, he has 
mentioned four kinds of motions. Those are : ‘Agraja’ 
(front), ‘Parshwaja’ (side), ‘Mardhita’ (middle) & 
‘Samakunchana ’ (parallel). Tese are also seen in 
‘Sangeeta Ratnakar’ of Saranga Deva. 


‘Abhinaya Chandrika’. He has mentioned about 
16 types of ‘Asamyukta Hasta Mudras’ {separated 
hand-postures) though there are 28types in ‘Abhinaya 
Darpana’. Regarding ‘Samyukta Hasta’ (joined hand), 
the scripturist says that when an item is performed 
ith the help of two ‘Asamyukta Hasta ’ (separated 
hand) or any ‘Samyukta Hasta’. The number of these 
postures is 28. Describingly, he has also written about 
other 12 ‘Asamyukta & Samyukta Hasta’, namely 
"KUTTITA" alongwith different postures of Bandha 
Dance in this. Besides above, regarding ‘Sapta 
Tandava’, ‘Bhum7, ‘Chary’, ‘Karaskshetra’, ‘Mukha 
Raaga’, folk dances of Orissa, and the dances of 
different regions of India have also been mentioned. 


Although, this book is not same regarding 
discipline & knowledge with ‘Natya Shastra’ of 
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Bharat and ‘Abhinaya Darpana’ of Nandikeswar, but 
it gives the details regarding other sciences and the 
basic postures of Odissi Dance. by not following any 
other scriptures. The postures described in this book 
‘Abhinaya Chandrika’ are :- ‘Hansapakshya’ (wings of 
Swan), ‘Arddhachandra’ (half-moon), ‘Sharakshepa’ 
(non-squeezing), ‘Chaturmukha’ (four-way faces), 
‘Mrugaksha’ (eyes of deer), ‘Shukachanchu’ (beak of 
parrot), ‘Kunjarabakta’ (elephantine), ‘Shrutikula’ 
(hearing), ‘Uttolika’ (lifting), ‘Shivakara’ (auspicious), 
‘Aasana’ (seating), ‘Nibedana’ (aproaching), 
‘Samarpana’ (dedication), “Padabalaya’, ‘Abhanga’ 
(unbreakable), ‘Potala’ (packet), ‘Biraja’ (brilliancy), 
‘Gopana’ (secret), Mardola’ (druming),. Nandyabartta2’, 
‘Taranga’ (wave-like), ‘Askunchana’ (squeezed) & 
‘‘Abhimanaza’ (sensitivity). 


@ Some Basic knowledge about ‘Devadsi 
Dance’. 


The dance which is performed in the premises 
of the temples since ancient times, is called ‘Devadasi 
Dance’. The dance which is performed in the 
Jagannath Temple of Utkals or Orissa’s holy place 
Puri is called Devadasi or Mahari Dance. Like all 
other aspects of Orissa’s culture, its music and dance 
also centers around Sti Jagannath and among them 
Devadasi Dance is most important. Worshipping with 
sixty four kinds of rituals is never to be seen in any 
other place of India except for Sti Jagannath Temple, 
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Puri. The great King Ananta Barma Chodagang Dev 
had developed Chodanga Daha and Chodanga Sahi 
in 11th century. The king first appointed some girls 
from Karanataka to perform the Devadasi in the 
temples to perform the rituals and manage the temple 
properly. So, in all the famous temples, it has become 
a tradition to entrust devadasis. 


‘Ananta Basudev’ Temple of Bhubaneswar was 
built by Anangavimadev’s daughter princess 
Chandrika. She entrusted one hundred Devadasi in 
this Temple. 


The Brahmeswar Temple of Bhubaneswar was 
built'by Kalabati Devi, the mother of King Udyota 
Keshari in 10th Century A.D. It is known from the 
scripture that she had entrused a number of dancers 
well equipped with ornaments. 


According to the tradition of Orissa, this 
entrustment of ‘Mahar? is known as a service to God. 
This Mahari service is divided into four parts as (i) 
‘Bhitara Gaunt’ (inside singers) (ii) ‘Nachun?’ 
(Dancer) (i) ‘Bahara Gaunt? (outside singers) & (iv) 
‘Gaudasani (The accompanists). 


(I) Bhitara Gauni Seva (inside singing service) 


These maharis sing rhythmical melodious poetics 
at the time of application of Sandal, at the time of 
rest, near the door of Kalaghat only. These maharis 
have the right to sing inside the dark room (harem) 
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near the God. 
(II) Nachuni Seva (Dancing Service) 


These maharis dance at the time of morning 
rituals everyday, they also dance in the fair, 
‘Chandana Fair’, on the chariot or pandal and in 
‘Bimala puja’ (worshipping of Bimala). 

II) Bahara Gauni Seva (outside singing 
service) : 


These maharis are entrusted to sing outside the 
temple but inside the premises. 


‘IV) Gaudasani (the Accompanist) : 


These maharis are entrusted for ‘Aalata’ & 
‘Chamara’ (fanning service to Gods). 


All these above maharis .are accompanied by 
some instrumentalists who are all male. They are the 
Vina player called ‘Vinakara’ and the Mardal player 
called ‘Maardela2a’. 


At the time of Mahari’s entrustment, two female 
teacher are exclusively appointed to teach in the 
traditional form. In the beginning, some girls from 
Karnataka were entrusted for this service but 
gradually .girls from reputed families of Orissa also 


joined in this service. 
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@ The general Knowledge about 
‘Gotipua’ Dance. 


The meaning of ‘Gotipua’ Dance is : "A boy 
would have to dance in the make-up’ of a girl". 
Generally, this dance was shown at monastery, 
temple, palace and common public places. The 
training regarding different physical exercises has 
been provided to these ‘Gotipua’ in Askhada’ (the 
common place for dance & exercise). So, ‘Gotipua’ are 
called as ‘Askhada pilaa’ (the guy of ‘Aaskhda’ the 
common place). ‘Gotipua Dance’ was started ‘during 
700-800 A.D. These dancers praised, publicised & 
propagated the ‘Champu’ ‘Choupad?’ & ‘Chhanda’ (the 
special songs on Odissi Style) written by the dedicated 
poets. These dancers also express the meaning of the 
concerned music through dance-acting. ‘Violin’, 
‘Pakhawja’, ‘Gin?’, ‘Dubi-Tabla’ & ‘Harmonium’ are 
used in this dance for accompaniment. In this dance, 
mainly, the topics related to ‘Krishna’, ‘Radha’ & 
‘Dutee’ (female messenger) being described and 
showed through the Music & Action. 


King Ramachandra Dev was the devotee of Lord 
Jagannath and has established seven small villages 
near the temple of Lord Jaganath. All the rituals of 
Lord Jagannath were directly supervised by him. He 
kept the. service administration under his control. 
Among the above seven villages, one was ‘Gotipua 
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Village’. ‘Aakhada’ (common house for dance and 
exercise) was also situated for each group. Gotipuas 
learn this hard & tough dance at the age of seven. 
Commonly, they dance upto the age of eighteen years 
and after that they teach this dance to others. 
Training to recite the songs alongwith the dance also 
provided there to the trainees. But, nowadays, nobody 
is dancing by singing songs. ‘Bandha’ was the main 
part of this dance. But, this is not being seen in Odissi 
Dance presently. This is now confined only with 
theory. The tradition of Odissi Dance has remained 
alive for the sake of these ‘Gotipuas’ because they 
have publicised the dance in localities which was 
earlier confined within the temple only. Two religious 
festival’ namely ‘Chandan (sandal) Festival’ & 
.Jhulana (swing) Festival’ are associated with this 
‘Gotipua Dance’. This has also been performed in the 
Social public Festivals. They dance in front of 
Jagannath on the boat during ‘Chandan (sandal) 
Festival’. This tradition has been continuing since 
then. 


@ Knowledge about Different 
Department of Odissi Dance. 


The presentation of Odissi Dance has been 
divided in five different parts. The presentation and 
tactics or formula of different departments are quite 
different and separate. Some of them have more dance 
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styles; and some other have the importance of dance. 
Special as well as separate styles are specified for the 
different departments. These five departments of 
Odissi Dance are :- ‘Mangalacharana’ (Auspicious 
Eulogy), ‘Batunritya’ (Furious Dance), ‘Pallavi’ 
(Sprout/Florescence), ‘Abhinaya’ (Action) & ‘Mokshya 
Naata’ (Dance for Salvation). 


‘MANGALACHARAN’ (Auspicious Eulogy) : 


The Particular style of dance is treated as 
‘Mangalacharan’ which is started and concluded 
auspiciously. In this, permission is sought from the 
Gods by enloging. This is performed by three sections. 
Those are : (1) ‘Bhumi Pranan? (regardings to earth), 
(2) ‘Bandana’ (prayer) & (3) ‘Sabha Pranan?’ (regards 
to Gods, Guru & audience). 


(1) ‘Bhumi Pranam’ :- Earth is our mother. We 
believe that we commit a sin by kicking on her while 
dancing. So, we salute the earth initially in dance to 
excuse us from that sin. 


(2) ‘Bandana’ :- Eulogy to Gods has been 
presented with the recitation of ‘Sloka’ (hymn) after 
‘Bhumi pranam’. Lord Ganesh, thé mutilator of all 
hurdles is prayed for the appropriate & beautiful 
presentation of dance from first to last: This tradition 
was in vogue earlier, but, now-a-days, all the Gods & 
Goddesses are being prayed in Odissi Dance according 
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to personal choice & belief. Available eulogical 
‘strotras’ (slokas) describe Lord Ganesh as an expert 
in dance. 


(3) ‘Sabha Pranam’ :- The dancer present a 
piece of dance according to the rhythm of ‘Mardala’ 
(drum) after prayer. Ist ‘Bol’ (recitation) is 
pronounciated according to the rhythm. Mainly, the 
hands are styled in ‘Anjali Mudra’ (folded pawn 
posture). At last, the dancer concludes the dance with 
three salutes. These three salutes are justified by 
‘Natya Shastra’. The first one is presented on head 
for the purpose of Gods; the second is placed in front 
of face to Guru (teacher) and the third showed in front 
of chest towards the audience. It is purported to 
excuse the dancer if there would be any fault in the 
presentation of art. 


‘Batu or Sthayee Nritya’ (Furious Dance) : 


This dance is called as ‘Batu Nritya’ by some 
dance gurus and ‘Sthayee Nritya’ by some others. 
There is no great difference nor the scriptural fault 
between these bipartite dance. There is a little 
difference in the presentation & imagination of this 
dance. ‘Batu Nritya’ opines that Lord Shiva is the 
Establisher of Dance. Among the ‘64 Bhairaba Murtt:’ 
(64 types of furious complexions), ‘Batuka Bhairaba’ 
is one. Worshipping of ‘Bhairaba’ (fury) is confined 
within Tantra religion. Different complexions of 
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‘Batuka ‘Bhairaba’ are described in the literature of 
Tantra. 


‘Batu Nritya’ is the hardest department of Odissi 
Dance. It is started from the accompanied 
instrumentation style of ‘Vina’ (lute), Venu’ (flute), 
‘Mardala’ (drum) & ‘Karatala’(cymbals/claps). No song 
is sung in this dance. A permanent ‘Ukuta’ (style of 
pronounciation) of a partcular rhythm is recited 
according to the process of instrumentation and 
different kinds of articles or pieces are added to create 
different types of dances. Every piece of dance is 


pared in its end to come back to the permanent 
‘Ukuta’. 


‘PALLAV?Y’ (Sprout/Florescence) : 


Singer do ‘Aalapa’ (tone) to give the 
identification of ‘Raaga’ before singing a song. 
‘Pallavi’ is the softest & glamoured department of 
Odissi Dance. Preliminarily,-dancers move their eyes, 
head & neck keeping apace at par in foot with 
rhythm. It is started from slow rhythm and added by 
different dance-pieces amid time to time. As a bud 
gradually bloom to be a flower ; its rhythm gradually 
increases and ended at a speed rhythm. ‘Pallavi’ is 
prepared by titling in different ‘Raagas’ of Odissi. 


‘ABHINAYA’ (Action) : 
The dance which is performed in its getures by 
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singing song with its expression of meaning & 
emotions; is called ‘ Abhinaya’. In this dance, the 
dancer can make laugh or cry to the spectators. The 
performance of Abhinaya’ of Odissi Dance has been 
occupied a special seat among the Abhinayas’ of other 
classical dances. In this, the feelings are expressed 
according to the meaning of each word through 
Mudra’ (posture) which is not used in oher classical 
dances in so much of quantities of Mudra’. So, the 
process of Abhinaya’ in Odissi Dance is exclusive than 
other Dances. Different ‘Mudras’ (postures) are to be 
seen in this Dance. 


‘MOKSHYA NATA?’ (Dance for Salvation) : 


Indian philosophy & religion prive that the 
culture & education are intended towards four way 
amelioration of human. Those are : religion, property, 
inclination of human. Those are : religion, property, 
inclination & salvation. The aim & object of Salvation 
is : "to be merged again with supreme Soul". Art of 
Dance is also intended towards this meditation to get 
salvation. So, the dance patronaged by this ideology, 
is called ‘Mokshya Nata’. 


‘Mokshya Nata’ is the pure dance and that has 
no ‘Abhinaya’ (action). This is served with the 
company of many different dance-pieces. In this, 
importance of ‘Tala’ (rhythm) is more and can be. 
served in a speed style. 
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@ Some General Idea About ‘Gita Govinda’. 


Orissa’s devotional poet Jayadev wrote his 
legendary epic poem ‘Gita Govinda’ in 12th Century. 
‘Gata Govinda’ is a musical epic. The rhythmical 
gleried song is its speciality. 


The brilliant style, narration of things and the 
description of the relating events written in the 
rhythms of Sanskrit slokas are the highlight of this 
epic. Gita Govinda makes a beautiful harmony 
between music and literature. The legendary love of 
Lord Krishna & Goddes Radha is being narrated in 
every rhythmical way in its 12 stanzas, 24 songs and 
72 slokas. Each stanza has a peautiful combination 
of music and literature, and the raagas and rhythms 
were denoted accordingly. This .book also speaks of 
Lord Krishna’s ‘Raasa Lila’ with the ‘Gopis’. Some 
critics are of a view that this book is a dance - drama 
and specifically written to be performed. The complete 
reading of this book shows that it is written in a 
dramatic style. 


The father’s name of poet Jayadev is Bhojadev, 
mother’s name is Bamadevi and wife’s name is 
Padamavati. It evident from his works that he styled 
at ‘Kendubilwa’. But he has not written much myths 
about his life from a book titled ‘Bhaktamala’. His 
wife Padmavati was a ‘Devadasi’ in the temple of 
Puri. Padmavati’s father Devasharma was a brahimn 
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of south India. He and his wife did not have a child. 
So, they came to Puri to pray to Lord Jagannath. Lord 
Jagannath blessed them and asked in their dream 
that if they have a son, they would entrust him into 
the service of Lord Jagannath and if they got a 
daughter, she would serve the lord as a Devadasi, so 
Padamvati was appointed as a ‘Devadas?. 


@ What is ‘Abhinaya’ (Action) and How 
many kinds of ‘Abhinayas’ are there ?2 


Initially, due to the paucity of language, the man 
tried to express that’s feelings or sights by the 
gestures of his body. Presently, also some interior 
gestures .of his Hody. Presently, also some interior 
residents of Africa, Australia, North-Asia & India, 
who express their feelings through the -dance by 
following the activities of animals & birds. This is the 
initial figure of ‘Abhinaya.. 


‘Abhinaya2’ is created from the trying of sprouting 
belief in some others’ hearts by applying own 
thoughts through the imaginative characters of Gods/ 
Goddesses or following the activities of another object, 
person, bird or an animal. 


It is mentioned in a scripture namely ‘Natya 
Darpane’ that by which a topic is presented before the 
spectators; is called ‘Abhinaya’. 
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According to the opinion of ‘Sahitya Darpanaz’, 
facsimiling of the positions (body, activity, talking, 
mentality or the combinations (body, activity, talking, 
mentality or the combination of all personalities) of 
the acted characters by the Actor; is ‘Abhinayea’. 


Descriptions about four types of ‘Abhinays’ are 
there in many Indian scriptures. Those are :- 
(1)*Aangika’ (performed by the parts of the body), (2) 
‘Bachika’ (performed by the talking), (3) Aaharya’ 
(performed through make-ups & costumes) & (4) 
‘Satwika’ (performed by the celestial mentality). 


‘AANGIKA’ : 


The action related with the parts of body is 
called ‘Aangika’. The dancer expresses his/her own 
feelings through the movements of the parts of the 
body at the time of performing dance. It is performed 
by all the limbs of the body. The ‘Aangika Abhinaya’ 
has been specially described in the scripture 
‘Abhinaya Darpana’. So, the importance is given to 
‘Aangika’ in this dance. 


‘BACHIKA’? : 


In performing ‘Abhinaya’, the actor/actress has 
to express his/her feelings through prose or poetry. 
‘So, ‘Bachika’ has an immense importance in the 
development of ‘Abhinaya’. The place of this 
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‘Abhinaya’ is very important in Drama because it is 
treated as the body of the Drama. 


‘AAHARYA’? : 


The completion of ‘Abhinaya’ does not come with 
the action of body and talking only because the make- 
ups & costumes concerned with ‘Aaharya’ are required 
in the art from of ‘Nrutta’, Nrutya’ & ‘Natya’ (dance, 
drama etc.). Without these, ‘Abhinaya’ is impossible 
to.be completed appropriately because it is indicated 
from the make-ups & costumes that what type of 
dance is going to be performed by the dancer. 


‘SATWIKA’ : 


Through the movements of the limbs & celestial 
thoughts, the dancer expresses his/her feelings in 
such a way that it impresses the mind of the 
spectator. Development of all types of substances are 
occurred in this. Celestial thoughts & meditation of 
dancer puts deep impression upon ‘Natya, (Drama) is 
established upon celestial acting. The acting which is 
performed by the help of ‘Bhaba’ (feelings) & ‘Rasa’ 
(gild) is called celestial acting and it is established 
upon the psychology of human. By this, the deep 
feelings of human are expressed. 
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@ Introduction to classical dance or 


Shastriya Nritya. 


The dance which follows the rules and 
regulations in accordance with the shastras or 
classical texts are known as Shastriya Nritya or 
classical dance. There is a spiritual base to a classical 
dance which is absent in folk dance. 


The presence of classical dance throughout the 
whole of India was assumed to have been present 
during the ancient times. However, gradually, the 
geographical enviroment, circumstances, regional 
languages & cultural influences have brought about 
.the differences in the development of classical dance 
forms. Accordingly, every classical forms of dance 
established their separate identities by way of their 
presentation, rhythm or tala, mudras or hand 
movements, costumes etc. 


There are five forms of classical dances prevalent 
in India namely -- Odissi, Kathak, Manipuri, 
Bharatnatyam and Kathakali. Eminent gurus have 
set out different rules and regulations for each of the 
five classical dances which are to be followed while 
undergoing training. There are certain rules for 
imparting training, rules for watching, rules for 
understanding etc. Every body-movement associated 
by set of rules. Therefore, one finds a lot of differences 
between classical dance & folk dance forms. 
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The soul of music being the ‘tala’ and ‘laya’. 
These form the foundation of classical dance & music. 
As grammar is to literature; ‘tala’ and ‘laya’ are to 
classical music & dance. As the improper use of 
grammar results in poor literature, similarly, tala & 
laya with their improper, incorrect use never make a 
true or perfect classical performer. 


@ Introduction to ‘Loknritya’ 


Dances originating from the villages are known 
as folk dances or Loknritya. The people residing in 
the villages grow up since birth, passing childhood 
and youth and old age in interaction with the 
mountains, streams, ~ forests, animals & birth, life, 
happiness, etc. revolves round nature. 


Villagers sing and dance without any inhibition. 
They sing and dance, not for others but for 
themselves. There are no records as to know how and 
where did the folk. dance or ‘Loknritya’ originated. 
Nobody knows who first sang the first folk songs. Folk 
dance & music automatically evolved when or where 
did the folk dance originate, one does not know. 
Somebody had danced something new and sung 
something new which eventually everybody accepted. 
‘One does not need a Guru in order to learn folk dance 
or ‘Loknritya’ nor are there any texts regarding it. 
There are no rules and regulations binding on it. 
Simple villagers including men, women, children have 
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nurtured it and used it for their expression. 


It is the nature like mountains, rivers, streams, 
forests, animals and birds which have taught the 
villagers to dance. 


The creepers in the forests grow wild, the clouds 
in the sky do not move in harmony, the peacock and 
his peahen do not dance in rythm and nor do the koels 
sing the rhythm. Therefore, the primitive man has 
followed these thereby not taking into account the 
beat and rhythm, but dancing in rapture and ecstasy. 
Eventully, singing followed by the use of instruments. 
All this being now known as folk music and folk 
instrument. Jhola, Nishana, Dhamasa, mahuri etc. go 
on to make the folk instruments. The philisophy of 
life for the villagers is to sing and dance merrily till 
one is alive. Therefore, according to them, one who is. 
not merry or hearty does not know how to live one’s 
Tife. ” 


@ Adivasi dances in Orissa. 


GADABA : Gadaba is the most exclusive of all 
tribal dances amongest the tribals of Koraput. During 
the month of Chaitra, girls & women form rows while 
dancing. They are accompanied by music played by 
men who use Dhumsa, Mahuri, Changer etc. The first 
row consists of the right hand. They perform to 
different poses. They adorn themselves with hand 
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woven sarees, ear-rtings and jewellary on the head 
which are exquisite. While resting, they drink 
‘Mahul?’ or ‘Hanaiya - -a local brew, before beginning 
their dance. Even today, the tribals of Koraput 
perform this dance during the full-moon nights. 


SANTHAL : Santhals are the predominant 
tribals of Mayurbhanj district. They dance at any 
time of the night. The music of Flute, madala, Nagara 
.etc. are accompanied with the dance. In order to forget 
the tension in their daily life, they drink the local 
brew ‘Handiya’ and dance throughout the night. The 
dance is not time-bound. The dance comprises of three 


types :- 


(a) Nagen :- In this dance, young boys and girls 
of other villages come and take part. 


(b) Daaya :- Only men take part in this dance 
during festivals and festivities. Instruments like 
Flute, Madala & Nagara accompany this dance. 


(c) Dasayi :- Dance is performed only during the 
Dussera festival. They adorn their heads with peacock 
feathers while dancing. 


‘Bhuyang’ is an exclusive musical instrument. 
“Dried water gourd is tied with bamboo string. This 
string is made up of bark of some tree. The sound 
emitted by this instrument is low pitched. ‘Madala’ 
or ‘Nagara’ is not played with it. This dance is done 
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a week before the commencement of Dussera Puja. 
Dancers beg at different villages while dancing. 
Women stand at one corner and sing before taking 
part in the dancing. Men invite the women to join 


them while playing the instrument and dancing. 


PARAJA : Kandhas, Savara, Padaba, Paraja, 
Bonda and Koyas are the different tribals of Koraput 
district. The tribes of Bonda & paraja are at par with 
each other in their habits & behaviour. Girls of these 
group of tribals have shaven heads. These clean 
shaven heads are adorned with beads of different 
colours. They remain bare breasted. Their breasts are 
covered with black beads, necks are adorned with 
metalic jewellary, ears with bonés of wild animal and 
hands with bangles made of bones. They tie a piece 
of hand woven cloth in their waists. They dance to 
please the Gods and for rain. Madala, Changer, 
Ruduka, etc. are the accompaning instruments. To the 
beats of the Madala’ and music of ‘Ruduka’, girls form 
rows while dancing in slow motion. Men play the 
music. In between, there is an exchange of medley of 
question and answers. During the dance, girls ‘and 
boys choose their partners. During mid-night, boys of 
other villages come down with their instruments to 
Join the girls in their sleeping quarters. The boys and 
girls come to know each .other during dancing. This 
process helps them to choose their life partners. They 
are brave people. 
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JHUMAR : Jhumar is a chorus of dance and 
music. This dance is practised in the districts of 
Mayurbhanj. Sundargarh and Keonjhar. In addition, 
it is performed in West Bengal & Bihar. Jhumar is 
associated with folk music. It is known that "Sri 
Krishna was enticing Sri Radha, his beloved in the 
banks of River Yamuna to the rhythm of Jhumar. The 
Rasa Nritya was performed with the music of Jhumar. 
Expressing one’s joy by swaying to accompaniment of 
songs is known as Jhumar. Areas of West Bengal like 
Birbhum, Singhbhum, Chotanagpur, in Bihar like 
Hazaribagh and areas of Sundargarh, Mayurbhanyj, 
Keonjhar of Orissa, and Purvanchal of Madhya 
Pradesh, Practise the Jhumar. The basic language of 
Jhumar is Maithili. However, the language varies in 
accordance to the different states. The love of Radha- 
Krishna forms the basic topic of this dance form. 
However, during the 18th Century, Ramayana & 
Mahabharat also were initiated into the dance form. 
The major Rasa of Jhumar is the ‘Shringar’ Rasa. 
Besides this, Karuna, Hasya or Shanta Rasa are seen 
to be utilised. It is classified into two parts : (a) 
‘Sadharana’ or ordinary Jhumar and (b) Bhaduriya 
Jhumar. 


Each is however further classified into ‘Ranga’. 
‘Sadharana’ Jhumar is classified intoBaramasiya’, 
‘kamadz’, ‘Ranga’ etc. Among different ‘Raginis’, 
‘Karama is the main ragini of Bhaduriya Rasa. There 
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is a difference of languages also like Oriya, Bengali, 
Nagpuri, Tamil, Bhojpuri, Shikhariya etc. 


BINJHALA : This dance is predominant 
amongst the Dhobi class of people belonging to the 
areas of Sambalpur, Padmapur, Paikamal and 
Bodasambhar of Orissa. These tribals are known as 
Binjhalas. The Karama is the most prominent of all 
dances. This dance is performed during the month of 
Bhadra, during ‘Shukla Ekadasi’. Men and women 
take part dancing in rows. Men wear colourful 
clothes, cowrie jewellary and peacock feathers. 
‘Madala’ is the major accompaning instrument and 
songs are sung to the reverance of Goddess ‘Karama 


-9 = 


San. 


Dances like Databya Chita Saura, Lanijiya, 
Ghumura etc. are few more folk dances prominently 
performed in Orissa till today. Development of Odissi 
dance owes to use of folk instruments. More research 
is necessary in this light. 


@ ‘A brief description regarding folk 
dance or ‘Palli Dance’. 


Chadheiya-Chadheiyani : 


This dance like theDanda’ Nritya is performed 
during the month of Chaitra. This Chaitra festival is 
known as ‘Baseli’. ‘Basel?’ is the presiding deity of 


58 


Digitized by srujanika@gmail.com 


‘Kaibartas’. During this performance, ‘Kaibartas’ 
make a horse out of bamboo which is covered with 
cloth and kept in the house where the horse mouth 
or ‘Baseli’ is worshiped. Dance is accompanied to the 
music of Dhola, Mahuri or Jhanja or cymbals. During. 
the performance of the dance, songs are sung in praise 
of Goddess Baseli with people dancing by dressing 
themselves and wearing the horse they have made. 


Karma Dance : 


Karma Pooja is predominant amongst the tribals 
of Suruguja, Bilaspur and Chotanagpur areas. Karma 
is mainly sung in the Jatras. Its prominence is also 
seen in areas of Sambalpur to Phulbani. Barren 
women worship Goddess ‘Karma San?’ or ‘Karma 
Ran?’ during Bhadra-Shukla Ekadashi adorned with 
sandal wood paste and flowers. After the Pooja, a 
branch is cut down and brought and struck to the 
middle of a pandal. Animal sacrifice is done and 
presented before the deity. Liquor is also offered to 
the deity. After performance of the Pooja, the pujari 
narrates the story of ‘Karama Sanur. Villagers listen 
to it in silence. After consumption of liquor , the 
village youths perform the dance. 


Some class of people also address Karama as 
‘Kelikadam’. It is performed mainly during the 
festivals of Phalguna, Suniya, Dussehera. It is seen 
mostly in the areas of Sambalpur and Phulbani. 
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Lower income group in Villages dance the original of 
Karama. In this dance, a single person sings and 
dances to the beating of ‘Madala’. The person playing 
the Madala also dances along. It is predominantly 
seen in Sambalpur. 


Kela Keluni : 


‘Kelas’ or snake charmers are seen in different 
parts of Orissa. They move from one place to another 
showing their snake dance. They also perform 
magicshows along with snake dances. This dance is 
known as KelaKeluni which depicts the daily 
happenings in life. 


Diuduld : 


This dance is performed to the music of Dhuduki. 
Its depiction can be seen in the famous Sun temple 
of Konark. It is predominantly seen in the coastal 
areas of Orissa. Dhuduki is made up of Bamboo and 
horse hair. 


Nayudi Khela : 


This dance is seen in the Cuttack and Puri 
districts of Orissa. The cow-herds perform it during 


the Dola purnima singing the praise of Lord Krishna. 
They worship the cow as mother while dancing. 
- Besides this, the ‘sauras’ are seen to perform a dance 
during the ‘Rakhi Purnima’. During the month of 
Chaitra, the ‘Ghata Patna’ dance can also be seen. 


Previously, puppet show was seen to be performed in 
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Puri district which has become rare nowadays. This 
dance is seen to be performed by the cowherds. 
Several similar dances are seen in diffrent parts of 
Orissa. Sadly, the dances are now not seen in different 
parts of Orissa. The dances are not being revived. 
Economic hardships are causing people to neglect. 
these aspects of life. It is only during the onset of 
festivals that people tend to perform the dances. 


Patara Saura : 


This dance is predominant in the districts of 
Athamallick, Boudh, Digiria, Athgarh and Sonépur. 
It is a difficult dance to perform. This is performed 
during the festival of Chaitra. Danduas or the dancers 
as they are called, representing the Shiva and Shakti 
dance moving from ‘one village to another. These 
Danduas are known as ‘Bhakata’. Women also play 
a role in this dance. A man rolls on the ground doing 
diffrent dance poses while dancing. Their costumes 
are extremely attractive. They wear Sarees in the 
style of dhoti, tie bells onto the waist, wear anklets 
on the feet, ear-rings, and a pugri (pagadi) on the 
head, wherein a banyan branch and as well as 
‘Jamun’ branch is stuck to it. They annoint 
themselves with haldi & chandan. This dance is 
accompanied by ‘Dholak’, ‘Mahur?’’ & singing. There 
is an exchange of questions and answers between the 
dancers and the singers. These, therefore, help the 
dancers with their music and dancing. 
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Dhanna Koila Dance : 


A pot is kept on a coil of rope or cloth. A bamboo 
basket is covered on the pot. Bells are hung on a 
bamboo stick of about 2 ft. and it is rub against the 
bamboo basket to the beat of music. A singer sings 
the local ‘Chhanda2’, ‘Champu’ or ‘Chaupad:?’ or ancient 
folk songs. He is accompanied by musicians and 
dances as he sings. Another person accompanies the 
singer and musician with a ‘Koila Badya’ and wherein 
it derives its name as Dhanna Koila’. A dancer dances 
along holding it in each hand to the tune of music. 


Kavi Chandra Kalicharan says - - Dhana Koila 
is now almost extinct in Orissa. A bow is arranged 
wherein its strings are strung to music. Bells are 
hung on the top. Folk songs accompany to its 
strumming. 


Naga : 


It is not the actual Naga dance, but it has its 
origin in ancient Orissa. It is a traditional folk dance 
seen predominantly in Puri district. Earlier, the 
Nagas, a tribe performed it to Naga rituals. However, 
when the prayer rituals changed, this dance ritual 
lost its significance gradually. It was performed only 
during Rath Yatra and other such important rituals. 
Dancers dress themselves as warriors of olden times 
sporting sword & shield. They dorn a Naga head gear 
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with horns. 
Paika F 


Paikas were the Oriya warriors who played a 
very important role in Orissa’s independence. They 
were trained to undertake extreme hardships. They 
probably used Nagara & Changa in order to ease their 
hardship. They enact different stories of bravery. They 
dress themselves as warriors. 


Danda Nacha : 


This dance is performed irrespective of caste and 
creed. Around thirteen dancers are needed to perform 
different sevas. The universal thought behind its 
performance is to share others sorrow as their own. 
The dance is based on poetry written by poet like 
Bhikari Das and Jogi Mallick. While performing the 
dancer holds a bow strung with seven bells on the left 
hand or Binakaria hand. It resmbles a bow made of 
flowers, repesenting the God of love- - Kamadev, his 
consort Rati Devi and the hand holding the lamp 
representing the anger of .Lord Shiva. Different 
aspects such as Chadheiya- - Chadheiyani dance, 
Sabara Sabaruni, the chastity of wife are performed 
through ‘Abhinaya’ (action). 


The first half of the dance is invoking through 
lighting of smoking incense. The first half is followed 


by ‘Parabha Nritya’. Here different stories involving 
63 


Digitized by srujanika@gmail.com 


Sabara, his death and Sabaruni, her invocation to 
Lord Shiva to restore his life, his restoration of life 
étc: are enactedhere. It is seen to be performed in 
Cuttack and Puri Districts. 


It is performed during the month of Chaitra. 
‘Puja is performed in the morning and enaction of 
dance is done in the evening. The Parabha is 
performed in the beginning wherein one person 
dorning himself with beautiful clothes comes out.he 
wears a beautiful armoured plate. He is accompanied 
by playing of Drum and Mahuri. This is then followed 
by the Binakaria, in which the Bina is never played, 
but the bells attached only chime. Therein the dancr 
calls upon his friends through poetry. Therein comes 
a mediator followed by three men dressed as girls. 
After enaction of some comical prose begin dancing 
keeping the mediator in front. Lastly, these dancers 
dance to songs sung from the Epics like Mahabharata, 
Ramayana and other Pauranic texts. Each dancer 
enacts a particular role assigned to him. This dance 
is performed only during the festival of Chaitra. 
Danda Nacha is known as ‘Parabha Nritya’ in 
Bolangir. It continues for twentyone days during the 
month of Chaitra. 


Dalkhai : 


Like the ‘Raja’ & ‘Dol2’ fetivals of coastal Orissa, 
‘Dalkha?’ festival is celebrated with pomp and. 
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ceremony in, western Orissa. It begins during the 
Durga Puja. During the ‘Ashtam?’ day, young girls 
observe the ‘Dalkhai’ fast. young tribal girls worship 
the local deity, Goddess Durga, Mangala etc. Which 
they believe reside on the trees deep in the forest. 
While observing this fast, they dance. This dance 
called ‘Dalkhar is performed to the singing of Dalkhai 
song. The song ends to the note of ‘Dalkhai Re ...’ or 
’Dalkhai Bo...’ . Goddess Durga, Mangala etc are » 
known as Goddess dalkhai. 


Tribals dominate the western parts of Orissa, 
wherein this dance is performed with intense vigour 
and enthusiasm. It is predominantly seen in the 
regions of Bolangir,.Sonepur, Sambalpur, Sundargarh, 
Boudh and Athmalik of Orissa. It is basically a 
peoples’ dance enacting religion, life, love of the 
people. Dancing is done with such fervour and 
intensity that the old become young while performing. 
It unifies the tribal community. There is an 
interaction between young boys & girls resulting in 
dowryless marriage. 


’Dalkha’r’ is a blessing in disguise. It unifies 
people, brings about togetherness. Drums, Nisaan, 
Tasha, Mahuri etc. are played. Drummer dances 
alongwith the dancers. Dancers bow down their heads 
and move their hands and feet in . They move to the 
front & back, in circles, semi-circles, straight line, 
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some sit and dance while some stand up and same 
dance in couples theréby forming a complex yet 
beautiful dance form. 


Times have changed, yet tribals have not, nor 
have their playing instruments. Drum being the 
primary instrument. Girls wear yellow sonepuni saree, 
dorning a low knot in their hair adorned with ’Gabha’ 
flower and silver pins, neck are adorned with tribal 
necklaces and hold a ’Ganga Jamuna’ towelling cloth 
while dancing. 


Ghumura : 


Predominantly seen in the districts of 
Sambalpur, Kalahandi & Cuttack. It owes its name 
to the instrument ’Ghumura’. This dance is performed 
to its playing. Dancers themeselves. play the 
instrument while dancing. This is performed during 
festivals & marriages. In Cuttack district, the ’Saura 
Caste’ men and women dance together. 


Rasarkeli : 


It is predominatly seen ijn the districts of 
Sambalpur. It is performed during Dussehera festival. 
Dancers here like Dalkhai dance holding a plece of 
cloth. The beginning and the end note of each song 
is the word ’Rasarkeli’. The song is known as 
Rasarkeli and drum is the primary instrument 
played. 
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@ What is ‘Abhinaya’ 2 


Abhinaya is the manifestation of the primitive 
man. The early man did not have a language nor 
could be talk, whatever he felt he expressed it in form 
of action. This mode of expression of oneself is known 
as expression or ‘Abhinaya’. Even today, is some 
remote primitive parts of the world, there are tribes 
that still use this mode of expression. Abhinaya is the 
pulse of Natya & Nritya. The word ‘Abhz’ derives itself 
from sky, ‘NT’ from minerals, and ‘Aach’ from every 
one. All. these constitute to form the abhinaya 
together. It is a flow of dance or drama to the 
audience. The rhythm of any animal, bird or man and 
its thougs the Gods & Goddesses is enacted in the 
form of Abhinaya, thereby bringing asoulful in the 
hearts of the audience. Forgetting one’s self, enacting 
someone else other than yourself with such 
engrossment is known as Abhbinaya. Abhinaya is 
ensconed within the life of mankind. 


According to Natya Shastra, "the enaction before 
an audience, a confrontation is known as Abhinaya. 
Expressing oneself through body languages & soul 
Janguage is also known as Abhinaya. People generally 
think that Abhinaya is more of dressing to the 
occasion, with no real feelings of expression is 
Abhinaya. However, not only body gestures but the 
feelings for the occasion is the main aim of Abhinaya. 
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Performing an Abhinaya is indeed a tasking 
form of art. A person successfully performs an 
Abhinaya, when he or she undergoes through the 
same feelings & emotions as the character he or she 
is protraying. An actor or actress instead of protraying 
oneself, gets into the of the character, its feelings & 
emotion that he or she has to undergo. Audience feel 
that he or she is laughing or crying and not the 
character they are protraying. Thus, the actors or 
actresses while protraying the character before the 
audience bring before them, the emotions of the 
character. Therefore, in order to protray a character, 
one must understand the character, feel its intensity 
and should perform keeping. the character in mind. 
One has to forget one’s self while performing ownself 
and slipping into another role with intensity- - is 
Abhinaya. In the of Odissi Dance, Abhinaya comes 
forth in the order of performance. Earlier, devadasis 
performing in the temples, enacted mostly Abbhinaya 
before the dieties. The Nrutta form of dance did not 
have much prevalence during those days unlike the 
present times. Devadasis performed Abhinaya to the 
songs by poet Jayadev by singing the songs 
themselves. 


The yardstick of performance of a dancer is 
Abhinaya & posture/poses. By understanding the 
songs or simply following what the Guru teaches the 
dancer, regarding the hand movements or facial 
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expressions, an abhinaya is performed. Whether it is 
the-Sthayi Bhava or Sanchari Bhava, the dancer has 
to understand and feel the character and enact the 
same. 


The Abhinaya that is associated with ‘Rat:’ 
Bhava alongwith Nruta makes the abhinaya very 
enquisite. However, a sad abhinaya performed with 
nruta makes it lose its charm. Therefore, performance 
should be done only after understanding the song the 
dancer is going to project before the audiience. 


@ Evolution of Odissi Dance & its History. 


There are several contrandication regarding the 
evolution & history of odissi Dance. According to the 
Skanda purana, when the idols were established in 
Puri alongwith the devadasis, Apsaras from heaven 
namely Rambha and ‘Haha’ ‘Huhwu’ arrived at Puri 
in order to present a performance. They trained young 
nubile girls with this form of dance. These girls later 
became devadasis and performed before the 
lords.Subsequently, dance was ingrained into the 
everyday life. 


The author of ‘Nritya Shastra’ Maheswar 
Mahapatra in his book titled ‘Abhinaya Chandrika’ 
has described various hand movements, body 
movements, active, rhythm of Odissi Dance. According 
to him, the first dance was initiated by Lord Shiva 
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from whom starting from Ganesha, Urvashi, Menaka, 
Bharat Muni took their lessons in dancing. 
Subsequently, Gargacharya from Bharat Mumi, Bikata 
from Gargacharya, Odra from Bikata, and finally 
from Odra, the great Nritya Visharad Attahasa 
gained his knowledge in Odissi Dance. This lead to 
the spreading of the dance form throughout. 
According to history, art, dance and music had its 
patronage under the great emperor Kharavela in 
Orissa. He patronised music, dance & singing in his 
capital. During this phase, the great sage Bharat 
Muni has mentioned the four classical dance forms 
prevalent in India at that time in his Shloka : 

ସସ୍ରଷୀ ୨ ହଙଖ ସୀalGga: । 

3TI=N Traore 7 aac SE-TTra || 

Accordingly, the forms prevalent at that time 

were Avanti, Dakhinatya, Panchal & Odra Megadhi. 


At the opening of the Great ‘Hathi Gumpha’ at. 
Udayagiri, a space can be seen. According to 
historians, this open space was probably used for the 
enaction of plays and dance. It is, therefore, evident 
that there was popular prevalance of dance & music 
then. According to the Madala Panjr’, two kings of the 
Keshari dynasty namely Gandharba Keshari & 
Nritya Keshari were ruling during 851 to 868 A.D. 
They were great patrons and exponents of various art 
forms. During the rule of Som Dynasty. The famous 
Lingaraj Temple was built in Bhubaneswar. Its walls 
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are exquisitely carved with various sculpted dance 
poses. It is, therefore, evident that the dance form was 
much prevalent at that time. The rulers of Ganga 
dynasty were great patrons and exponents of art, 
music & dance. A special mention must be made 
regarding Ananta Burma, Chodagangadeva & 
Ananga Bhima Deva. According to history, during the 
12th Century A.D., Raja Raja Deva, employed several 
sevayats at the Jagannath Temple like Binakaras 
(Bina players), Badyakaras (musicians), Dancers etc. 


During the reign of Gajapati Prataprudra Deva, 
in the 16th Century A.D., Chaitanya visited Orissa. 
Influenced by his devotion and teachings, the King’s 
Prime Minister/governor Ray Ramananda Pattanayak 
embraced the Chaitanya Dharma. He patronised not 
only the ‘Gotipua’ dance but dance and drama as well. 
The play "Jagannath Ballava Nataka" written by him 
was enacted at the temple. During the time of 
Ramananda, there was wide-spread patronage of 


dance & music. 


When the British arrived in Orissa in the 19th 
Century A.D. they divided Orissa and joined it with 
Bengal, Bihar & Madras. Due to the lack of proper 
education, discussions, demonstrations saw the 
decline of art & culture. There was a deterioration in 
the social structure. People started hating music & 
dance as the one erformed by Maharis. Dance experts 
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or Nritya gurus left their dancing and shifted into 
other professions. There was subsequent influence 
from North India. The use of ‘Thaly’ or plate, Mathia 
or pot did not find any use in the Mahari dance. 
Thereby, it had no use in Odissi dance. The gurus of 
those times started adapting the southern Sakhi 
Dance in Odissi Dance. The dance form saw a change 
in altire etc. gradually. After independence, people 
started patronaging song and dance. From 1950 
onwards, saw the emergence of professional Odissi 
dancers, who performed not only in Orissa, India but 
outside the country as well. This subsequently led to 
the establishment of Odissi as a classical dance form. 


© A brief note regarding ‘Bhaba’ & ‘Rasa’. 


Experiencing one’s inner self is known as Bhava. 
Watching something or by bringing that thing into 
one’s thought in one’s mind, is otherwise identified as 
Bhava. Later on, when this is brought about before 
others, it is converted into Rasa. This Bhava is of four 
types namely :- (1) Sthayi Bhava, (2) Bibhaba, (3) 
Anubhaba & (4) Sanchari Bhava. 


(1) Sthayi Bhava : 


Whenever a Bhava influences an audience or 
actor's mind and spreads out in his thought, it is 
known as Sthayi Bhava. It does not convert into any 
other Bhava. other bhavas do not exert any influence 


72 


Digitized by srujanika@gmail.com 


| PARROOe OEOASOera a EO OC OCOD ONO 


over it. For example, a person protraying lord 
Krishna. Lord Krishna has several roles like Jord 
Radha’s lover, at the same time, the destroyer of evil 
forces like Kamsa & Putana. He expresses his love in 
Rati Bhava and his anger in Shatru Bhava. However, 
lord Krishna’s protrayal as lord Radha’s lover in Rati 
Bhava is more etched in people’s mind. The Rati 
Bhava is not influenced by any other Bhava. 


(2) Bibhaba : 


Bibbhaba means the reason. The reason which 
results in Bhava is known as Bibhaba. During the 
enaction of any dance,drama or poetry, the reason for 
evolution of Sthayi’ Bhava is known as Bibhaba. 


(3) Anubhaba : 


Any Sthayi & Sanchari Bhava expressed in form 
of poses, it is known as Anubhaba. Anubhaba & hand 
movements in dance are coordinated together. These 
are the language of dance. Further, by means of 
Bibhaba, when Sthayi Bhava is manifested, then it 
is known as Anubhaba, e.g. :- Angika & Bachika 
Abhinaya. 


(4) Sanchari Bhava : 


Several other bhavas are associated with the 
Sthayi Bhava. These act as associate to the Sthayi 
Bhava. One can imagine Sthayi Bhava comparing it 
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to the ocean and Sanchari Bhava as the waves in the 
ocean. As though it is evolved there and ends there 
always. This Sanchari Bhava is of 33 types. 


Rasa is evolved from Bhava. It is so closely 
associated that Bhava & Rasa are unseparable. There 
is nothing in this earth that lacks in Rasa. The 
combination of Bibhaba, Anubhaba, & Sanchari 
Bhava gives rise to the evolution of Rasa. just as a 
tasty dish that is prepared & enjoyed by people by 
their tongue by the combination of ingradients in 
right quantity. Similarly, with the help of many 
Bhavas, the Sthayi Bhava that is evolved influence 
peoples’ mind thereby experiencing it. This experience 


# 


is known as Rasa. 


@ Evolution and History of Maharit 
Dance. 


The promotion of Devadasis or Maharis in the 
temples of Orissa is known to be from the ancient 
times. One can find its evidence from the sculptures 
of the Brahmeswar Temple in Bhubaneswar. 
Brahmeswar Temple was built during the 11th 
Century A.D. during the rule of som Dynasty. 
However, the devadasi performed in the Jagannath 
Temple at Puri. during the reign of Cholagangadeva 
in the year 1078 - A,D. and was inducted into the 
daily rituals of the temple. It finds mention in the 
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‘Madala Panjika’; 


‘Maharis’ are also known as ‘Nachuni’. They are 
inducted to the service of the lord Jagannath. In 
addition, there were other services inducted into the 
daily rituals as well namely for Puja of the deities, 
called ‘Gaudan?’, for singing called ‘Gayan?, and of 
course for dancing the ‘Maharis’. The maharis 
inducted to the Jagannath temple were vaishnavis. 
However, it is not a fact, that other temples did not 
have maharis. In fact, Temple of lord Shiva at 
Bhubaneswar, and Sarala Temple at Jhankad, had 
inducted Maharis into their services. 


Dancing, singing and playing instruments before 
the Gods and Goddesses were the Maharis’ sole right. 
Therefore, it was the duty of the state to look after 
their well/being by providing them with land, Jagirs, 
residential buildings, and other allowances for their 
living. They were pure in their enaction of dance, taal, 
singing, hand movements, presentation in front of the 
Gods, but were also active participants in discussions. 


Though the Maharis were supposed to dance 
only in the temples, however, during the time of 
Ramachandra Deb, they performed before the kings 
as well as for other functions for entertainment. 
During the 17th Century A.D., Ramachandra Deb 
established seven ‘mohalls’ or ‘sahis’ adjacent to the 
Jagannath Temple. Different sevayats or servants of 
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the lord were established here. Among the seven 
‘mohallas’ or ‘sahis’, one was for the Maharis. This 
was known as the ‘Mahari Sah? or ‘Angaalasa 
Patana’. Meena Nahaks’ or ‘Sabi Nahaks’ were the 
guardians of the Sahi. They were responsible for 
guarding the purity and chastity of the Maharis. 


The day the maharis performed before Lord 
Jagannath, they maintained purity and austerity in 
their performance and even did not look at other men 
on that day other than the Lord Himself. 


Like elsewhere in India, the maharis in Orisa 
were initiated as the lord’s consort in their pure virgin 
state. During initiation, a cloth from the lord’s altire 
was taken and tied to the head of the maharis. After 
this, the mahari is given permission to perform in the 
front of the deity. Before being brought before the 
deity, the mahari is purified. During the performance, 
the representative of the king, the ‘Raja guru’ 
oversees the performance holding a plated stick. 


During the reign of Kapilendra Deb in the 15th 
Century A.D., maharis performed daily before lord 
Jagannath. The first performance was done during 
the ‘Sakala Dhoopa’ or ‘Morning Arati’. Dance is 
performed in the Natya Mandir by the outer 
‘Gayanis’. Second performance was performed during 
the ‘Evening Arat’’ or ‘Sanja Dhoopz during the Bada 
Shrungar’. The inner ‘Gayant maharis perform in the 
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innermost sanctury. 


Chodaganga Deb introduced several festivities in 
honour of lord Jagannath and it is during these 
festivities that maharis performed. The most 
important festivities were the Chandan Jatra held 
during the month of ‘Baisakha’ and Jhulana festival 
held during the month of ‘Shravana’. During the 
Chandan Yatra, the maharis, and Gotipua perform 
atop a boat. Similarly, the tradition of maharis 
performing in ‘Jhulana’ festival was also seen. 
However, in the present days, excepting a portion of 
the ‘Bhoga’ on the day of seva, the maharis do not get 
any allowance, nor house, property etc. Today, they 
lead a life of penury, whereas there was a time their 
maintenance was undertaken by the funds of 
Jagannath Temple. 


Earlier, women from respectable household 
performed as Devadasis. The Queen of Raja 
Kapilendra Deb performed as a Devadasi and earned 
herself a ‘Gopa Saree’. Poet Jayadeva’s wife 
Padmavati came over to perform as a devadasi. They 
earned themselves a social respect. Kings of Orissa 
set up separate allowance for their maintenance. The 
Kings of Ganga Dynasty ordered that only song 
rendered from ‘Geeta Govinda’ by poet Jayadev were 
to be performed by the devadasis during the seva. 
Disobedience of such order was punishable. During 
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the later half of the 15th Century A.D., Ramananda 
Patnaik , the administrator of the ‘Godabari Mandal 
of Pratap Rudra Deb, bought a change in Bhava, 
Abhinaya etc. Ramananda patnaik, a Vaishnabi poet, 
dramatist, and exponent of singing & dancing. He was 
the founder of the Gotipua movement where boys 
dressed as girls performed dancing. It was not a fact 
that as there were no girls, the boys had to perform, 
. but rather he felt that when the boys performed 
before the lord, they came in interaction with the lord 
‘Himself and earned his grace. Lord Chaitanya, on 
interaction with Ramananda experienced such a 
Bhava. Jagannath Das himself dressed up as a 
woman in the night. 


After Pratap Rudra Deb, there were disturbances 
in the administration of Orissa. After Mukunda Deb, 
Orissa lost its independence. The Moghals, Muslims, 
Marathas and the English captured Orissa. Muslims 
invaded the Jagannath Temple regularly and looted 
its riches and destroying its sanctity. To save the 
deities from the Muslim invaders, they were shifted 
on hiding. As a result of which, there was disruption 
in the seva & Puja. The tradition of devadasi dance 
was gradually lost. No woman came forward to 
become a devadasi. 


During the 19th Century, under the British rule, 
the Bhoi rulers of Khurda were given the charge of 
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administration of the Jagannath Temple. The 
devadasi dance was performed as entertainment of 
the Bhoi kings. As a result of which, women from 
lowly families initiated themselves as Devadasi. No 
woman from respectable families wished to join as 
Devadasi. Therein, the Gotipua dance came into 
prevalence. 


@ Different classical dances of India. 


The different dances performed in India have 
been divided into two forms :- Margi & Desi. The 
dance movements which were depicted according to 
the direction of Shastra are called Margi or clasical 
dance. The dance movements, Which were performed 
in traditional way without following any direction of 
the Shastra called Desi or Folk dance. 


Now-a-days, classical dances prevailed in India 
are divided into 5 forms, such i.e. :- Bharatnatyam, 
Manipuri, Kathakali, Kathak, Odissi and Kuchipudi. 


Bharatnatyam :- Bharatnatyam is the other 
name of the Desi Attam (Devdasi dance) found in the 
different temples of Madras (Tamilnadu), Andhra 
(telugudesam) & Mysore. Due to the gradual 
degradation of Devadasi in the temples of southern 
region, people revolted strongly for the abolition of 
this devadasi’s dance in the temple. 
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Gradually, this dance was abolished from the 
temples of Madras. To perform dance in the temple 
is the familiar trade of this devadasi but their 
activities created hatredne among the people towards 
this dance in the society. So, this dance form was 
created among the common people barring the 
associat-ion of devadasi in it. This dance form 
.followed according to the direction of Natya Shastra 
of Bharat and is called Bharatna-tyam. 


The eminent advocate Sri E. Krishnayer of 
Madras first tried to establish this form of dance as 
classical. At that time, gurus unaware of the Shastra 
directions were performing dances according to their 
own well. Few social reformers had protested against 
these actions. Sri Krishnayer being accomplished in. 
various form of art has tried hard for establishing this 
form of classical dance. He has persuaded Smt. 
Rukmini Devi, a lady of aristocratic brahmin family 
to learn this dance. He wrote many essays and critics 
about this dance inspite of protest from social 
reformers. He indicated to the society that this dance 
form is a great art. To culture this art, one has to 
follow the directions of Natyashastra and perform 
with devotion. He refuted traditional teaching of 
Nritya Guru without following the Shastra. 


In Bharatnatyam dance, we find 3 sub-title :- 
Nrutta, Nritya & Natya. There are seven divisions of 
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this Nritya form, they are :- Allaripu, Jatiswaram, 
Sabdam, Barnam, Padam, Javeli & Tillana. In each 


division, music and talas were performed separately. 


Manipuri :- Manipuri dance is closely 
conglomorated in the religion of the state. This state 
of Manipur is bounded by hills, forests and has its 
separate entity of art & culture. The lives of each 
inhabitant is deeply ringed with dance & songs. They 
like to sing songs and dance themselves. Manipur 
Nrutya encompases Adivasi Nrutya to modern single 
dance. Generally, traditional Baishnava Nrutya of 
Manipur is called Manipuri Nrutya. The people of 
Manipur do not recognise any dance form other than 
Baishava Nrutya as Manipuri. They live peacefully 
in their surroundings with devotional thoughts. Their 
culture is based upon many myths, mythological 
stories and kimbadantis. Since, song and dance is a 
part of their social life, they live as the descendants 
of Gandharva. 


The Manipur state is a small pictunesque valley 
full of natural beauty. It is told in Kimbadanti that 
Mahayogi Siva being attracted by the natural beauty 
of the valley entered to it. We learn from history that 
the warrior Arjun met Rajkanya Chitrangada here. 
From kimbadanti, we learned Shiva & Parvati 
decided to perform Rasa Nrutya in this valley being 
enchanted by Rasanrutya of Sti Krishna, Radha & 
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Gopis. 


From that day, Manipur is the seat of Nrutya. 
After many years, the prince khamba & Thoilievolved 
this dance form for which they were treated as 
(Avatara) incarnation of lord Shiva & Parvati, by 
Manipuri. The different dance forms performed in this 
area are mainly Resanrutya, Maiba nrutya, 
Laiharoba & Cholam. 


Kathakali :- The meaning of Kathakali is story 
play or story dance. The centre place of this nrutya 
is Malabar. The Kathakali nrutya is performed in 
each village of Malabar. This danicesj is best to perform 
in a open space. It is also called as dance drama. In 
the evening before performance of the Kathakali 
dance drama people around the villages were 
informed by beating of drums. After the spectators 
congregated, bandana, the ‘thodayam’ or prayer is 
performed. After that the dancer entered into the 
stage with the beating of Dhola or Purapadda and 
blowing of Maharis. Their number is about 12. 
Besides it, there are 4 musicianss & 4 drum beaters. 
The music continued for 3 hours, which is called 
"Moloppad". The meaning of Moloppad is a musical 
competition, between chanda beater & Mrudanga 
beater. Then the dance starts the dance. 


The famous poet Vallathole is famous among the 
different poets of Kathakali stories. He established 
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the centre of Kathakali i.e. :- "Kerala Kalamandalam". 


The language of Kathakali is a mixture of 
Sanskrit & Malayalam. Till now, more than 140 
kathakali stories have been written. 


Rarely, ladies participate in this dance. Mostly 
men performed the role of ladies. They dress 
themselves according to different characters. There is 
no need of any scene. They utilise gas lamp or 
electricity for lighting. Sometimes, for illumination or 
brightness, they utilise Masal or brass-made lamps. 
Coconut oil is used for lighting the lamps which were 
placed at 4 corners of the stage. There are also drama 
which is continuously performed for 3 to 4 nights. 


At least, 12 years’ practice is needed for a 
Kathakali artist to established himself as a great 
performer, because inorder to express the stories in 
this dance intricate movement is essential. These 
dance does not follow either Tandava or lasya but is 
a admixture of two forms. So, Kathakali artist is a 
performer of both the forms. 


For the reasons, male artist outnumber in this 
dance form. Stories are enacted without uttering any 
sound. There are 800 hasta Mudras in this natya 
form. These are subform of 24 mudras. The great 
attraction of Kathakali Nrutya is its make up 
(Rupasajya). The make up continues for 4 to 5 hours 
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in the make-up room. Unlike other artist, their facial 
make up is not one in a sitting posters but the expert 
make-up man does it in a prone position. A mixture 
of rice and flour are pasted for 2 hours i called 
"chutti". After that, according to the character, make- 
up changes. The make up of a Kathakali dancer is 
very difficult than any other forms of classical 


dancers. 


Kathak :- Few dance critic opined that Kathak 
Nrutya originated from ‘Krushnalila’. Few others 
observed that this was started during Moghal empire. 
In olden days, people were narrating the stories of 
Ramayana & Mahabharata to the people, moving 
from place to place called Kathaka. Gradually, these 
Kathaka peformed Abhinaya to express the. stories, 
which gradually took the form of dance. So, art of 
performance in this form of Nrutya is called Kathak. 
Like other form of dance Kathak has a deep 
interaction with religion. In southern India, the 
inseparable relation between dance & religion 
prevailed whereas in northern India, Kathak lost its 
relation with religion. The main reason of this is due 
to the effect of repeated foreign invasion. Muslim 
religion had a great effect on Kathak Dance form. 
Mostly, During Moghal empire, the princes introduced 
few postures & movements of their court-dance into 
Kathak dance form. Gradually, this dance was 
performed mostly in the Moghul Courts instead of 
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temples and religious festivals. With the patronage of 
moghul empire, ‘these Kathak dance gradually 
improved. Only few moghul emperors patronise court- 
dance such as Akbar the great in whos2 time, this 
dance has attained its excellency. Whereas .~urangjeb 
had hatred for dance & music. In these dance make- 
up of dancer is minimal than other forms of classical 
dancer. Mood, movements & talas are depicted in this 
form of dancer. The dancer expresses his emotion by 
the movement of his body. Shringar Rasa is the main 
mode of this art of dance with Karuna, Bibhaschha, 
Santa Rasa. 


In the nineteenth Century, 2 forms of Kathaks 
such as :- LucknQqw Gharana & Jaipur Gharana 
gradually evolved. Last Nawab of Audha, Nawab 
Wajid Ali Shah who is the main patron of Lucknow 
Gharana had appointed Thakur Prasad as his court- 
dancer and learnt dance from him. Hundreds of 
dancers also learnt this dance from him with the 
Nawab. All the three sons of Thakur Prasad - - 
Bindadin, Kalkaprasad & Bhainron Prasad were 
exponent of Kathak dance. Bindadin laboured hard 
to note down in books the different movements and 
Bols of Kathak dance. 


Tandava & Lasya Bhava was intermigled and 
improved in kathak dance due to his perseverance. 
Bindabin & Kalka Prasad by the direction of Nawab 
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were arranging dance festivals every year with the 
help of 400 dasis. This. dance festival was continuing 
for ten days & night. Bindabin himself was a great 
exponent of this form of dance. He has written down 
many parana’s in different Chhandas. Due to his vast 
contribution to this Kathak Nrutya, Bindabin was 
decorated with the title of maharaj. From that days, 
the familiar title is used for their descedents. The 
expression of Abhinaya of Kathak dance taught by 
descedent of Bindabin family were lively & heart 
rending. 


With the patronage of ruler of Rajsthan, 
Hanuman presad, Shyamlal & Durgaprasad were the 
main Gurus in these Gharana. Narayan Prasad. 
Jailal and Sundar prasad were exponents in this 
Gharana, amongst the ancestors of Hariprasad & 
Hanumanprasad etc. Jailal was the court-dancer for 
prolonged time in the Court of Maharaja of Jaipur. 
Rapid and interpret foot movement is the main form 
of this dance which is not observed in the Lucknow 
Gharana. Moreover, songs and expression with 
intricate foot movements, was the main attraction of 
Jailal’s dance. 


During the death of Jailal, he was staying at 
Calcutta. After his death, his daughter Smt. 
Jayakumari, Son Sriman Ramgopal Mishra and his 
disciples perpetuated this art of dance at Calcutta and 
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Lucknow. 


In Kathak dance, importance of Nrutya is more 
marked than Nrutya though both are expressed 
simultaneously. Intricate tala, chhanda on Bole is 
more marked in Nrutta. According to the Bole, 
different portion of Kathak Nrutya were named are 
classified :- 


Amad, That, Paran Toda, Tukuda, Parmelu, 
Tatkar, Salami, Palata & Ghungat. 


Odissi :- (Please follow Odissi Nritya) 


Kuchipudi :- Kuchipudi is the dance drama 
prevailing in Andhra. Pradesh, which is the southern 
part of India. In this form of dance unlike other 
classical dances where many artists perform solo 
dance was performed in groups but now professional 
dancers are performing solo dance in solo. 


The devotees of Baishnava who were teaching 
Bhagabat Dharma though dance & music in villages 
in Andhra Pradesh were: called "Bhagabatulu" later 
from this "Bhagabatulu" this form of Kuchipudi dance 


was born. 


, Shidendra yogi was a religious telugu brahmin. 
He was the first dance guru of Kuchipudi. He was the 
devotee of lord Srikrishna. He was directed in his 
dream by the lord himself to write "Panjat Haran" 
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drama. He was bewildred after writing this drama 
about its enactment. He went to his village 
Kuchellapuram to take the help of other villagers. 
This was a large village of Brahmins situated on the 
bank of the Krishna. His friend & villagers who were 
Krishna devotees agreed to help in his endeavour. To 
enact this dance drama in the village, they choose a 
festival. In 1075, Nawab Abdul Hasan Thahinasa of 
Golkonda had witnessed the drama enacted by 
brahmin artists of Kuchelapuram village and was 
pleased to ofter this village to them. Copper plate 
script of his time were found where Nawab’s message 
of ‘ perpetuation of this dance drama is seen, After 
many years, this village of Kuchellapuram was named 
as Kuchipudi. For this, this form of dance evolved 
from this village is called Kuchipudi dance. Ramya 
Shastri, Sharanga Pani, Tyagaraj etc. had written 
many poems for this dance. They also included stories 
from Bhagabat & Geetagovinda of Jayadeva in their 
songs for enactment. Their language was mostly 
Telugu mixed with Sanskrit. 


Slokam in Kuchipudi is the only expressive form 
(Nrit#yavinaya) of dance. Here dancer sitting in a 
place«demonstrated Shringar Rasa. This dance drama 
usually performed in the courtyard of Mandir on open 
place at the end of the village. Four division of 
Kuchipudi dance performed by these dancers are :- 
Padam, Barnam, Sabdam & Slokam. At the beginning 
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of the dance in an open theatre (Hasyasdu), hillarious 
expressions of an artist made the visitors laugh. One 
can imagine that dance drama has been started. After 
that ail the artists collectively prayed Geetagovinda. 


The importance of this dance is to perform it 
keeping metal vessels on tne head or to dance placing 
one’s beet on a wide metal plate or to dance on an 
over-turned vessel which is usually not seen in any 
other forms of classical dances in India. 


® The autobiography of Odissi Dance Gurus. 
Late Mohan Mohapatra 


Guru Mohan ‘Mohapatra was born in a small 
business family of Puri district in 1898. His father 
Sadananda Mohapatra worked as ghatuari sebaka at 
Jagannath Temple. The different work like pasting of 
chandan, offering flowers & incense to God was his 
daily work. He got Rajajagini for his work. He learned 
dance from elder brother Chitamani mohapatra. His 
own brother played Mandal during his dance 
performance. At that time, he performed dance in the 
Court of Sri Mukundadeva. During Jhulana & 
chandana Yatra, he danced in the chapa. From 7 
years to till 18 years, he performed as Gotipua in 
Kundhesahi and Pathana Akhada. Abhinaya in dance 
and establishment of dance was his main aim. Late 
Deba Prasad Das, Kokolapriya Devadasi and Parasu 
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Debadasi was his disciples. He died on January 5th 
19683. 


Chandrasekhara Pattanaik 


Late Samanta Chandrasekhara Pattanaik was 
born in 1901 in a rich family of Puri district in the 
Dimirisena village of Brahmagiri Area. His father Sri 
Patitapabana Pattnaik and mother Annapurna Dei 
both had interested in literature. Due to his father’s 
death from the childhood, he was debarred from 
higher studies but shown his talent in learning 
Sanskrita Kabya, Oriya literature and dance, music 
& mythological literature. 


He was the only talented person who learned 
music, dance, instrument and literature at this age. 


He had established an institution of Gotipua. Sri 
Mahadeva Rout, Sri Gangadhar Pradhan are Known 
as his best disciples in Orissa. He had given training 
of dance and music to so many young persons. 


He had no children so he adopted the son of his 
sister but his son die while taking bath in the sea at 
Puri only at the age of 26. So, he adopted the dancer 
Sri Indrakumar as his son. He lived a miserable life 
with bad health condition in Puri due to nasty politics 
in the village. He died on 23rd May, 1973 in his own 
house at Puri. 
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| repntstmrerte AG r a ep pea auaeaae OOOO ou 
re aD rreeerreaneeea ere eEEea 


Mani Mahapatra 


Mani Mohapatra was was born at Dimirisena 
village of Puri district. He was performing his dance 
as the Akhada boy of Lord Mahadev in Dimirisena at 
a very young age. He was well known as a famous 
’Nritya Guru’ all over the state of Orissa. 


Kushu Panda 


Kushu Panda was brahmin by caste. He worked 
as Gotipua in Balisahi Akhada from the age of 7. 
After this, he worked as Sebaka of Goddess Bimala 
and had given dance training to so many Akhada 
students. There is no description about his Guru. 


Balunka Behera 


Balunka Behera was the contemporary of Mohan 
Mohapatra. He was acted as gotipua of Uttar Kali 
Akhada of Matimanadap Sahi. He was from Gopala 
Caste. According to Guru Mohan Mohapatra, Balunka 
Behera was a famous dancer of that time. His Bandha 
dance was enchanting and interesting. 


Chinta Beja 


Chinta Beja was a gotipua in Baseli Akhada of 
Gauda Beda Sahi. Some of his students were famous 
in Puri district as gotipua teachers. He was a well- 


trained dancer. 


91 


Digitized by srujanika@gmail.com 


Krushna Sahu 


Late Krushna Sahu was a gotipua in 
Champagada Akhada of Dolamandap sahi. Nowadays, 
Known as "Goseni Mela" of Jahnimundia was his 
Akhada. He is still remembered from his outstanding 
devotion to dance. He died at the age of 69. 


Arjun Panda 


Late Arjuna panda was Known as best teacher 
in Odissi and Gotipua style. He was born in 3rd 
february, 1906 in Dauda Bauja of Balipatna Area in 
Khurda district. His father’s name was Gouranga 
Chandra Panda. He passed intermediate English in 
1919. He did not give much ‘attention to higher 
studies as he was interested more in dance and music. 
So, he got training in dance & music in 1932 from 
Somanth Mohapatra who was a music teacher in the 
Court of Puri Gajapati: 


He established a gotipua institution after 
completing his training in 1945. He gave intensive 
training to his disciples and got reward in different 
places for his best performance. He got monetary help 
from the central govt. For higher studies in Gotipua 
and established an research institute in Dimirisena 
of Puri District. 


During 1956-1957 his gotipua institution moved 
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about in India in places like Mumbai, Delhi, 
Kashmir & Calcutta. His institution is getting 
monetary help from Sangeeta Nataka Akademi and 
cultural deptt. Of Orissa. Since 1964-65, late Arjun 
Panda has trained 8 (eight) famous guru of Gotipua 
style. 


Padmanabha Das 


He was born in Basudevapur village of Puri 
district. His training style, foot-work, & Abhinaya was 
highly appreciated. He himself established a gotipua 
institution. He was also a good mandal player. His 
disciple Deba Prasad Das was famous throughout 
India. He die in 1973 while working as a teacher in 
Odissi Dance & Music Research Centre at Puri. 


Sri Magumni Charana Das 


Guru Sri Maguni Charana Das was born in a 
Bengali weaver family in Raghurajpur village of Puri 
district on 5th August, 1921. His father was Sri 
Kulamani Das. Due to his interest in dance & music 
from childood, his father arranged a teacher for his 
training at home. His first guru was late Padmanava 
Mishra. He got appreciation while acting in the main 
part in the village yatra after completing his training 
in instrument & dance. After this, he got training 
with the famous guru Sri Kelu Charan Mohapatra 
and from the famous gotipua dance guru Balabhadra 
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Sahu. He got appreciation in different places while 
performing dance. 


He participated in the cultural programme at 
Delhi, org anised by Gandharva Mahbavidyalaya in 
1985 in Gotipua mela at Konark in 1986 and in 
Gotipua mela at Suchana Bhawan at Bhubaneswar 
during 1990. He was the permanent member of 
Gotipua institution at state levl. 


Besides this dance gurus, there are so many 
dance gurus. But, there is no clear-cut autobioraphy 
about them. They are Lokani Mahasuara, Raghu 
Sahu and Rama Das etc. These gurus were real artist 
who made the Odissi Dance in a lively form. They are 
rembered for ever for their art in State, Country and 
Cultural Area. 


® Short notes. 


Tala :- The speed in which song, music & dance is 
performed is known as Tala. The dance, music and 
song is decorated and performed in a disciplined way 
through Tala. In real sense, Tala is the life of music. 
The process through which time is measured by 
’matra’ is known as Tala. As Grammar is important 
for the perfection of language likewise, Tala is 
important for music. 


Laya :- The same speed of different parts of time is 
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known as laya. The exact time needed between the 
utterance of one ‘mantra’ to another ’mantra’ is known 
as laya, means the same speed of time known as laya. 
The Sun, the Moon and different stars moves in a 
same laya. The soldiers march in a same laya. The 
train, even the watch work in a same laya. Laya is 
divided into three types (1) Bilambitta, (2) 
Madhyamita & (3) Dhrutta. 


Matra :- The different parts of Tala is ’‘matra’. The 
counting of the speed of the kriya is known as matra. 
The introduction of a Tala is known as matra. The 
introduction of a Tala is known as matra. Each tala 


has specific matra in music 


Bhangi :- The Bhangi is other name of Bhanga. The 
dancer do different body movements to maintain a 
speed with Tala in dance for the beautiful 
presentation of the art which is known as Bhangi, It 
is mainly four types :- (1) Samabhanga, (2) Abhanga, 
(3) Tribhanga & (4) Atibhanga. 


Tandava :- The Uddhata dance of man is known a 
Tandava. Lord Shiva was the creator of this dance. 
This gives the strong mentality of human beings. 
Though, it is made only for the male dancer, but, in 
some places, it is performed by female dancers also. 


It was written. in 70th Chapter of 
Nasamaskandha that Nartaki’s worship Bibhu by 
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performing Tandava Nrutya. 


Tandava dancing poses were also seen in the 
scripture of that age. The 108 kananas as described 
in Natya Shastra, were also made in scripture in the 
Shiva temple of Chidambaram. Among them. most of 
the poses were women poses. There are two tandava 
female dance poses seen in the Mukteswar Temple of 
Bhubaneswar. From this, it was observed that there 
was cope of Tandava Nrutya for Indian women in the 
oldage. 


So many people told that the direction of 
Tandava Nrutya is Uddhata, Bhava is Urdhamukhi 
& Rajsika. Its use of kanana is Drudha & Galistha. 


It was seen in the 4th chapter of Natya Shastra 
that Lord Shiva created Rachita. Angaha & 
Pindibandha and gave up a desk to Tandi Muni. After 
that the dance & music through which the Tandu 
expressed abhinaya in dance that was known as 
Tandava. 


Tandava is divided into two parts :- (1) Pallavi 
& (2) Bahurupa. The dance without Abhinaya is 
known as Pallavi. the dance in different Abhinaya 
with ’chheda’ & ’Bheda’ through body movements is 
known as Bahurupa. 


Lasya :- The soft dance of women is known as 


96 


Digitized by srujanika@gmail.com 


lasya. It is the soft expression of human beings. It is 
mainly two types :- 


(1) Chhurita & (2) Jaubata 


The abhinaya of Nayaka & Nayika (hero & 
heroin) with bhava & rasa is known as Chhuritta. The 
dance which a Nartaki performed with leela is known 
as Jaubatta. Pratifalana (reflection) is Kamariya & 
Sabalila in the lasya Abhinaya so it is perfect for 
female dancers. So, the meaning of lasyaka is 
’Nartaka’ and lasya is ‘Nrutya’. From this, it is known 
that ; lasya was also performed by the male dancers. 


Natya :- The word Natya’ derived from the sanskrit 
word ‘Nata’ means the work of Nata on what is the 
word Nat performed. According to Abhinaya Darpan, 
past work with the story which was praised, is known 
as Natya or Nataka. While explaining the meaning 
of Natya, the Natya Shastrakara, Bharat Muni has 
written in 112 slokas tthat the imitation of different 
Bhava and the different Abastkana of lakabriti is 
otherwise known as Natya. Once again, he has 
written in 117 sloka that immitation of the work of 
Debata, Rishi, Raja & Grihastha is also known as 
Natya. According to Dhananjaya, the writer of Dasa 
Rupaka is that when the meaning of the Rasashita 
line is presented through Abhinaya, it is known as 
Natya. 
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The literatur which was presented in the 
Rangamancha as Abhinaya is known as Natya. The 
Natya is written according to different interest and 
bhava of the people. 


The artist presents the characters of story 
according to the writing of Natya. The natya is 
developed through the imitation of human being and 
his nature and get pleasure from that. This is not only 
the imitation of outside nature but also inner nature 
is found from that. 


Nrutta :- The dance without bhava and abhinaya is 
known as Nrutta. The dance without Abhinaya, 
through the beautiful presentation of Angabhangi is 
known as Nrutta. It is also the movement of the Anga 
through lays & tala, Bhava, Rasa even Abhinaya 
nothing is found in Nrutta. 


It is performed in marriage ceremony, child birth 
ceremony and other parties also. It is divided into 
three parts : (1) Bisama, (2) Bikata & (3) Laghu 


Bisama :- The dance performed with weapon holding 
in hands and with different angabhangis is known as 
Bisama Nrutta. It is mainly found in the Kela 
‘Sampradaya of Orissa. 


Bikata :- The dance which is performed with the 
wearing of peculiar dresses is known as Bikata 
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Nrutta. It is mainly known as the dance performed 
by wearing the meddha & mukha. 


Laghu :- The dance performed by different 
movements: like Uttplutta is known as laghu nrutta. 
According to Dhananjaya Nrutta is - Desi or Loka 
Nruttya. But, nrutta is divided into two parts :- Marga 
and Desi. 


These parts are comes under Desi. 


The description of Marga Nrutta found in so 
many granthas & natya shastra. The 108 kananas 
and 32 Angaharas of Bharatas comes under this 
Nrutta. 


Nrutya :- The intermixiture of Rasa Bhava & Dance 
is known as Nrutya. According to Abhinaya 
Darpanakar, this dance should always performed in 
the Court of Maharaja. 


The dance movements with lays & tala with 
bhava of heart is known as Nrutya. According to the 
written" Dasarupaka Padarthavinayam Bhabasnayam 
Nrutyam" means the dance presented through the 
abhinaya of single line is known as Nrutya. 


It is divided into two type :- (1) Tandava & 
(2) Lasya 


The uddhata dance of male is known as Tandava and 
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the soft dance of female is known as Lasya. Tandava 
is divided into two types : (1) Pallavi & (2) Bahurupa. 
The dance without Abhinaya, is known as Pallavi and 
the dance with Abhinaya is known as Bahurupa. 


Lasya is two types :- (1) Chhuritta & (2) J aubatta. 


The dance of Nayaka - Nayika with bhava & rasa 
is chhuritta and the dance of Nayika is Jaubatta. 


Parija (mudra) :- The Brahman always established 
the God after doing the Debapuja and Tantrika Puja. 
After that, he made other rituals in right way. 


The hand movements used in Puja also known 
as mudra. This is also used Notes, Moharas & Muda. 
The hand movements which is also seen in Nrutya is 
known as parija or Hastakarma. 


Khand;i :- The parts of Tala which is finished within 
one or two Abarttana. it is known as Khanda Badya. 


Arasa :- The word is composed with diffeent letters, 
the line with different meaningful words, the 
paragraph with different lines and the grantha with 
different paragraphs, likewise the Arasa is composed 
with different Ukutta & Bani. 


Generally, within three to six abartana Arasa is 
composed in a tala and finished with an Tihai & 
Katana. 


100 


Digitized by srujanika@gmail.com 


® The abtobiography of poets of Odissi 
Sangeet. 


KabiRaja Jayadeva -- 


The beginning of 22nd century; Golden year of 
that Utkal, in which year, the whole Utkal from 
Ganga to Godabari was ruled peacefully by the kings 
of Gangabansha.The habitants of Utkal were 
recognised for their education and power. The king of 
Goudadesha - Laxman Sen defeated by Baktiyar 
Khilij came under Utkal Samrat. At that time, 
Jayadeva born in a small brahmin family in the 
Kenduli Sasana of Puri District. Different scholars 
give different opinion regarding their birth place. But, 
originally, he was born in the Kenduli (Kendubilwa) 
of Orissa. This was proved through a script which was 
found in the Lingaraj Temple of Bhubaneswar. In this 
young age, after completing his studies, he made 
himself devotee of Sri Baishnava Dharma at the 
centre of Baishnava Dharma at Srikurma. 


At that time, he was worshipped as the saint 
(Baishnava). Among many disciples ‘Madam Deb?’ 
was a lady with whom he went to his birth place 
Utkal from Shrikshetra and joined with Madam Debi 
offered Akhanda Dwipa in the Lingaraj Temple which 
was written in that script of Lingaraj Temple. 


Jayadeva was a great poet and his writting 
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Gitagobiinda is an exclusive poem in.the Sanskrit 
literature which is famous in the whole India. 
Jayadeva was not only a poet but also a great 
musician, vocalist and Nrutya Visarada which has 
been proved from his own writings Gitagobinda. 


Bhojadeva was the father and Bamadevi was the 
mother of poet Jayadeva. Padmabati was his wife. 
Padmabati was a Devadasi at Shrimandir and 
married according to the Swapnadesh of Lord 
Jagannath. Her father was a brahmin of Southern 
Region. Her father & mother did not have any 
children for many days for which they prayed to Lord 
Jagannath and got swapnadesh that their prayer 
would be fulfilled. So, with joy,’ they decided that if 
they would beget a son, then they would offer it to 
Lord Jagannath and if daughter, then, they would 
make her a Devadasi. Due to this blessings, 
Padmabati was born. The art of dance & music come 
to existence from her childhood. Once a saint made 
her parents remember about their decision. So, her 
father, according to his decision, went to Shrimandir 
with Padmabati and offered her as Devadasi to Sri 
Jagannath with all the rights & rituals. Padmabati 
performed dance at every temple with devotion. . Once 
again, her father got swapnadesh from Lord 
Jagannath to marry his daughter with his great 
devotee Jayadeva and he performed his duty. After 
that, Jayadeva was recognised as "Padmabati 
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Charana Charana Chakraborti". Jayadeva was 
exponent of both literature & music. His poem 
Gitagobinda is divided into 12 songs, 24 Astapadi 
songs & 72 slokas according to different Bratta. Due 
to this small poem and poet Jayadeva, the whole of 
Orissa feels proud. Gitagobinda was placed at 2nd 
place after Maghaduta of Kalidasa in the whole 
sanskrit literature. Gitagobinda is the main source of 
Odissi dance & music without which Odissi Music 
cloes not have any existence in the art of music. 


Kabi Samrat Upendra Bhanja :- 
(Birth - 1685, Death - 1725) 


The poetic expression of Kabi Samrat Upendra 
Bhanja was recognised from his childhood. Though, 
he born in the Royal family, but, still they didn’t have 
any intention to rule over people. He wanted to offer 
his mind and knowledge to the libraries of Utkal. Now 
a days, his books are decorating the literature of 
Utkal. Now-a-days, the people of villages are praising 
his writing ’Baidehisabilasa’. The improvement of 
language, imagination & picturisation of love story of 
Nayak & Nayika was beautifully found as 
Bhanjayuga. Due to the difficult in his writings, the 
general poet didn’t achiev the beauty of his poem. So, 
there are different writtings made over his poem in 
different books. 
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The poet was born in the district of Ganjam at 
Kulad village of Ghumasara. His father is Nilakantha 
Bhanja “& Grand father Dhananjaya Bhanja. 
Dhananjaya Bhanja was a poet. Raghunath Bilas & 
Ratnamanjari are his great poem. From the childhood, 
he was influenced by his grandfather. He told in front 
of his grand father, that he will write "Baidehisabilas" 
starting in the alphabet "Ba" within a year. From this, 
it was observed that he would be a poet in his young 
age. He would have been the king of Ghumusur if he 
wanted to be but he went on to be a Samrat of all the 
poets in the whole of Utkal. He left Ghumusar and 
went to Nayagarh. He got mastery over the Ram 
Tarak Mantra. While staying at Jagannath Jew in 
Odagaon. By the blessing of Raghunath, he wrote 
Baidehisabilas in that village. He married two 
princess of Nayagarh & Banapur. His whole life was 
spent in Nayagarh. He learned sanskrit poems & 
purana and received knowledge over it. From his 
writing, it is known that he thought himself as a great 
poet among all other poets. 


For e.g. :- 
Kahe Upaindra Bira Teki Beni Bahaku, 
Rabi Tale Kabt pane nagane Mu kahaku. 
Eka Jayadevanku Mu kare Namaskara. 


Anya Kabimane mo Bama payar. 
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His total grantha is around - 73 pieces. Among them, 
Baidehbisa Bilas, Labanyabati, Koti Brahmanda 
Sundari, Rasika Harabali, Prema Sudhanidhi, 
Kalakautuka, Subhadra Parinaya & Abana 
Rasataranga are main Poems. His poems, stories are 
the jewel of Utkal literature. The literature which he 
started was an astonishment. Due to his beautiful 
picturisation of words, language and expression he 
received the "Kabi Samrat" award. 


Aleady 300 years passed, but he was famous for 
his poem : "Saras Manoharini". His many writing 
were destroyed, so many interested people are trying 
to take it to lime-light. So many literary institutions 
have been established for his name. These are all good 
work for a state. 


Once, the prince Dibyasinghdeva came to know 
that the poet was Dwadasabadhani means he would 
answer all the 12 questions asked simultaneously. So, 
he went to Nayagarh with 12 great scholars to 
examine him. The 12 great scholars asked him 12 
questions simultaneously in a different way but he 
answered all the questions one by one serially, for 
which the king offered him the Award of ’Kabi 
Samart. 


Banamalit :- 


We don’t have any specific introduction about 
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Kabi Banamali. But, he offered Bira Kesari Deva for 
his poem Nilagirinath, Bhuja Tala Mote Rakha 
Mahabahu, Syamabina Sajani Aja Banehibi Katenki 
etc. From this, it is known that he lived during the 
rule of Bira Keshari Deva (1737-93). He was a 
Krushna devotee. From his poems, it was observed 
that he spent most of his time in Purusottama 
Kshetra. 


After his married life, he took the Baishnava 
Dharma and lived his life like a Baishnavite. His 
whole life was full of sorrow. He also faced so many 
difficulties during his married life. Family 
disturbances, the miseries of society and poornes 
made his life full of disturbance. So kabi prayed in 
front of Sti Jagannath in a sorrow mood :- 


“"Ahe Prabhu Kala Srimukha 


kala kala Bhaji Na Gala Dukha. 


Ki-Aba Chhamure Janaibi Muhbin, 


Sakhyata- Mo Dina Abastha Dekha. 


Tenu, Sri Chhamunku Jaina Parai, 


Khandie Ja Mora Nathai Bheka.. 
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PDD OO CODED ORO 


Sahunka Janjala, Kutumbanka Gola, 


Antara Bedana Sabu Adhika. 


Ka Age Kahibi Ke Kasta Phedib, 
Sansare Mo Pari Nahin Nirekha'". 


The poet Banamali spent most of his time in 
Purusottam Kshetra. All the festivals held in 
Purusottam Khetra made his life full of joy. So from 
his different poems, we found the beautiful 
picturisation of Puri Kshetra and about all the 
festivals like Jhulana Jatra & Chandana Jatra. 
Where the devotees dance with joy, which was known 
from his poem :- 


“"Dekha go Radha Mcdhaba Chali, 
Mani Gumana Ase Jhuli Jhul." 


From so many years in the villages of Orissa 
Radha-Krishna Bhavana was very much elaborated 
in simple and musical lyrics through Kabisurya, 
Upendra Bhanja, Gopal Krishna, Benamali who spent 
their most of the time for Krishna. 


‘Gopalakrishna :- 


Kabi Gopalakrushna was born in 1785 on 
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Pattanaik family of Paralakhemundi. It was heard 
that due to the bad affect of his horoscope, no other 
children after him flourished. Though, he started his 
study from the age of 7 but spent his most of time 
with cattle till the age of 10. 


Once a peculiar type of change came into his 
mind. Bebarta Pattanaik was his neighbour, whose 
house is alway full of scholars discussing about 
Shastra. So many times, Banabasi Pattanaik 
Participated in the discussion. Once Gopalakrushna 
was present with his father. His smartness, politeness 
and behaviour made all the poets astonished and 
made them sure that he a fruit of Mahakala who was 
found in the forest but inside, he was totally blank. 
So, they hated him and insulted him for which 
Gopalakrushna felt very upset. From that, a great 
change came to his life. He spent all of his time in 
study for which he forgot everything. Around the age 
of 15, he read all the chhanda, Upanisad barah, 
Bararuchi, Amarakosha and different Kabyashastras 
of Kalidasha also, which made him more 
knowledgeable. 


He was appointed at the Rajadwar after his 
father’s death. 


Padmanabha Narayana Deva was the Deban of 
that time. Yubaraj was not pleased with the Debani 
work of Jagannath Narayana Deba and informed to 
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the Collector so he dismissed Padmanabha Deba. He 
was dismissed for the bad effect of Karanas. At that 
time, Karanas went out from Paralakhemundi to 
Gunupur, Ganjam etc. with fear and Gopal Krishna 
was one of them. Chakrapani Pattanaik, one of the 
great writer of Ganjam, Bijayanagar who helped - 
Gopal Krishna at that time. 


Once, Chakrapani, Gopalkrishna and others 
went to Rushikulya river side for outing. At that time, 
a beautiful lady went that side with water-pot. Each 
one wrote beautiful poems by looking at that lady. But 
the poem of Gopalkrishna :- 


"Smare Bandhu Deinayare, 
Raha Jitendriya Chitta Hajare.” 


The poem was the best one. And that was his 
first attempt. By that way, his name & fame spread 
all over. He was appointed as thé main 
Rajakarmachari by Gajapati Narayana Deba. He 
wrote so many poems in Shringara rasa but, that 
ultimately depicts the Bhakti Rasa. He read daily the 
Puspanjali poem of Goswami. 


His so many poems were published as 
Gopalakrishna Padyabati. He spent so many days 
Baishnavite. When he was at the last stage, he wrote 


"Jiba Jebaku Hela Saja, Radha Govinda Bhaja". 
and he died on July 3rd, 1862. 
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© Description about Tala. 


Tala is known as time in music. The speed by 
which song, instrument and dance was measured 
known as tala. The dance, music & song was 
appreciated through Tala. In real sense, Tala was the 
life of Sangeet. The process to measure music through 
‘Matra’ was Tala. 


dtatre faecal fafa arid: wid: 
ସଁ ଖୀଙଫ ସୀ ସୂ ଅଫସୀଣ ହସୁ ।। 


When a man speaks, it needs sometime to speak 
the words. The time needed to sing, to narrate the 
poetry is known as tala. The boat without boatman 
is not stable, likewise, the song without Tala is not 
stable. 


The Pandit of AmarkoSha Amarsingh said that 
ald: SleffhaT Ham 
" Talah Kala Kriya Manam " 


Means : The measurement of time was known as 
Tala. 


Tala has important place in Sangeet Shastra. 
The rule by which music was played known as Tala. 
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ମର ୩୮ ଅ ସୂଫ ଅ ସୀସା ସସ । 
ଖାର ସୀତା ଆୀଖଷିସ୍‌ ୨୪୩୪୪: । 
୪ ୩୩୩ ସହ ଫା ୪୦୮୯ ଖଳ: । | 


Means : Dance, Music & Instrument were not 
appreciated without Tala. The Person who performed 
dance & music in a wrong way, he is known as Sinner. 


@ How the Tala was established 2 


hal KR YA Hea YAAUEy ! 
dR: YG: Titra co: sfrdnad | 
frase TIT ara ।। 
Means : Lord Shiva utter ’Ta’ and Parvati utter 
’La’ in the Ratnamandap at the top of the mountain 
Kailash. The power of Shivasakti combined with ’Ta’ 
& ’La’ established as Tala. 
ସୂ ମର ସ ସଫ ଫଣ ଆ | 
GTS PIR INI ବ୍ୀଖକ୍ଷିଷ qa: 
(THT aT) 
‘Means : The word Tala was established from the 
word Tala. It was established by ‘the establishment of 
dance & music. 


From the Kimbadanti (Abhinaya Darpana), it 
was know that lord shiva danced in a happy mood 
after killing the giant Tripur. The dance was came 
into existence from that Brahma made Mrudanga by 
mixing the-blood of Tripura with soil. put his skin in 
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the Mridanga and gave it to his son Ganapati to beat 
in Tala. 


The Tala was established from that and was used 
in dance & music. From another Kimbadanti, it was 
known that Shiva Performed Tandava dance and 
Parbati by seeing his dance, she danced herself. The 
dance of Shiva was tandava and that of Parvati was 
lasya. Their devotees also learned dance from them. 
Ganesha established Tala from taking ’Ta’ from 
Tandava dance and ’la’ from lasya dance. 


There is no such thing in the universe which is 
Sampurna. Likewise, we donot have full knowledge 
in music. So, we cannot sing music without Tala even 
cannot perform dance without it as it is a helping 
instrument. 


So, music & tala is known as life to each other 
and simultaneously related to each other. 


Every object has a relation with tala in the 
universe. When a man is interested to present his 
emotion through swaram lahari and on its better 
understanding we need Tala, e.g. :- The dance was 
incomplete without the instrument so instrument was 
the life of dance. 


The Tala is the beauty and life of music and 


dance. The dance is impossible without Tala. ' 
ye 
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If Theka will not be used in dance, then the 
dancer cannot express his feelings. The sound of 
ghungura and foot movements of dancer cannot be 
done without it. The life of human being is music. 
Tala is the life of music so dancer and musician are 
like the children of ‘Tala’. 


errr 1] 3 meena 


Digitized by srujanika@gmail.com 


Upcoming Dancers of Orissa. 


Winnie Acharye 


Winnie Acharya, a budding Odissidancer, born 
on 21st January, 1988. She is under the tutelage of 
Dr. Bidut Kumari Chaudhury, one of the great Odissi 
exponents of the state . She has performed at various 
cultural events organised at different places in’ the 
state and at Lord Lingaraj temple, Bhubaneswar. 


She is a student of St. Joseph’s High School, 
Bhubaneswar. Her grand mother Smt. Susheela-Rath, 
is her source of inspiration. She is the daughter of Sri 
Santosh Kumar Acharya and Smt. Rini Rath. 
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Kumari Shatabdi Mallik 


Kumari Shkatabdi Mallik, who is the daughter 
of Sri Suhrid Mallik and Smt. Mamata Mallik was 
born on 24th May 1987. She is now in class VII, at 
the Indira Gandhi Memorial High School, Dum Dum, 
Calcutta. She has received the training in Odissi 
Dance at Tridhara and now at Nrityayan under Guru 
Sri Durga Charan Ranbir. She has performed at 
different places in the state and also received some 
awards. 


Digitized by srujanika@gmail.com 


Lisa Panda 


The able daughter of Sri K. Panda & Smt. S. Panda 
of Balasore is Lisa Panda, born in 1988, is a student of 
Odissi Dance in Odissa Dance Academy. She has been 
awared with "Baishakhi Award” from Chinta-O-Chetana. 
Sprouting from childhood, she stood first in Odissi Dance 
consecutively in the year 1996, 1997 & 1998 in All Orissa 
as well as All India Telecom Competition. Also, she has per- 
formed in "Sarada Sashi" & "Kishore Sansar" Programme 
of Doordarshan, Bhubaneswar. She has an aptitude to be 
dancer of Odissi, Manipuri, Sambalpuri dances and pro- 
fessionally, a doctor. Academically, she is now a student of 
Class-VII in Kendriya Vidyalaya, Mancheswar, 
Bhubaneswar with the hobby to dance, song & painting. 
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Arupa Gayatri Panda 


Arupa, born in 1986, is the 2nd daughter of Sri 
Trilochan Panda has spontaneous musical activities from 
childhood. At the age of three only, got her admitted in 
Jayadev Sangit Academy, then from Guru Shree Puspa 
Ranjan Mangaraj, and presently from Miss Sarita Mishra, 
she is learning Odissi Dance. Arupa’s name & fame as a 
child artist is now known far and wide in the staf through 
Vision Media and through not less than 10 tages of 
Orissa. Her foot-movement and excellence in bhinaya, 
Silpee Shree Organisation has crowned her with ‘SILPEE 
SHREE’ award for the year 1999. She loves most the 
‘Abhinaya’ part of Odissi Dance and her ‘Dasavatara’ 
Abhinaya spell-bounds the audience. Till date, she: has 
completed 4th year course of Odissi Dance from Akhila 
Bharatiya Gandharva Mandal, Bombay. 
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Supriya Mishra 


Ms. Supriya Mishra, daughter of Sri Sudhanshu 
Bhushan Mishra and Dr. (Smt) Bijaya Mishra was born 
on 8th july, 1984 at cuttack. She js now studying in class 
X in St. Joseph’s High School, Bhubaneswar. She is 
undergoing training in Odisi Dance unde the guidance of 
Dr. (Smt) Bidut Kumari Chaudhary. Having Passed her 
3rd year examination in Odissi dance securing First class 
(Distinction), she has scured prizes in public speaking, 
President’s certificate in guides and a certificate in 
Computer course. Her hobbies and interest include reading 
books, surfing the internet , listening to Music both Indian 
and Western. She has performed many solo and group 
dance items on various stages of Orissa. Her performance 
in dance is in tune with perfect poise and posture, which 
has been highly appreciated. 
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Sulagna Patra 


a 


i 


re eee ee 


The Odissi dancer SULAGNA, daughter of Sri 
Sudhansu Patra & pmt. Sudesna Patra of Shreekshetra, 
Puri, being attached to Odissi Dance. She is continuing her 
training under Guru Shree Bibhuti Bhusan Balabanta Ray 
from her childhood. She has performed many dance items 
on various stages of Orissa. Her tremendous performance 
enchants the spectators. To be a great dancer by learning 
more and more about dance -—-it is her motto. Till date, she 
has passed Ist part of ‘Madhyama’ in Ist Division with 
Distinction from ‘Akhila Bharatiya Gandharva Mandal, 
Bombay. She is also a student of Class-X in St. Joseph’s 
High School, Bhubaneswar having a hobby to study 
different types of books. 


Digitized by stujanika@gmail.com 


405 


SURASHREE PRIYADARAHINI 


Born on 13th March 1985 at BL 
24,V.S.S.Nagar, Bhubaneswar. 
She started her training in 
Odissi Dance from Guru Shree 
Bibhuti Bhusan Balabantaray in 
Saptaswari Kala Kshetra, 
Bhubaneswar at the age of 
six.Besides her group 
performances in Odissi Dance, 
which commenced only after one 
year of her training, she had her 
‘i first solo-programme at 
“4 Soochana Bhawan during 


distribution of Orissa Sangeet Natak Akademy Award - 
1994 and at Rabindra Mandap on the occasion of Saheed 
Laxman Nayak’s Matridom Day, 1994. She was also 
adjudged as the best child artist in the "Odissi Dance and 
Music Convention”; hold at Sundargarh during the same 
year. She played the title role in the Dance Drama "Rama 
Banabas", telecast in ‘Door-Darshan’. Her.training in 
Odissi Dance helped her to own the best actress award in 
the Song-Drama "Mahisha Mardini". 


A versatile Odissi Dancer, Painter and Actress, 
Surashree Priyadarshini, daughter of Sri Srimanta Kumar 
Mahapatra and Debajani Mahapatra, is at present a 
student of Class X of Prabhujee English Medium School 
of Bhubaneswar. She has got First class with Distinction 
in "Sangeet Visharad - Pratham Khanda" in Odissi Dance, 
First class with Distinction in "Chitra Visharad - Pratham 
Khanda" in painting and Second class in "Sangeet Bhusan" 
in Hindusthani Vocal from Pracheen Kala Kendra, 
Chandigarh. At present she is Learning Odissi Dance from 
Guru Shree Bijay Kumar Dash. 
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Gayatri Ranbir 


The Odissi dancer - GAYATRE, daughter of great 
Odissi dance Guru Sri Durgacharan Ranbir and Smt. Arati 
Lata Ranbir. Gayatri’s spontaneous musical activities from 
childhood encouraged her father to spot a budding artist 
in her, Even when a baby, her two small feet perfectly 
syncronised to all types of tunes - recorded songs or melody. 
When’ most children like so play with toys, she loved to 
move her feet to the music only. When she was only 4, 
started Odissi Dance under. The guidance of Sri Keshab 
Kar. Now she is ccontinuing her training under the 
guidance of her great father. She has performed many Solo 
and group Odissi dances on Various Stages. Gayatri is now 
hardly 14, and in class VIII, Venkateswar English Medium 
School, Unit - 4, Bhubaneswar. 
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SEPERATE Gr gr EE pe Aad PP EEE COOPER net eet 


Sthaiukuta of Sapta tala in Ek gun, Dui gun, Teen gun 
and chaugun with tala lipi. 
N.B : The symbol ‘S? stands for "aa" 


TALA = EKATALI 
Matra = 4 
Jati = Chaturashra 
Bhaga = 1 
Anga = Laghu = 1 
1 gun + 
I 


Dha ^ Kadhin NakaADhini 
2 gun + 


I . 
Dhakadhi , NakaDhini „ Dhakadhi ,„ NakaDhini 


ee ie i Ne 


3 gun + 


HH 
DhakadhiNaka ^ DhiniDhakadhi 
NakaDhiniDha KadhiNakaDhini 


4 gun + 
I 


DhakadhiNakaDhini A DhakadhiNakaDhini 
DhakadhiNakaDhini A Dhakadhi NakaDhini 


TALA = RUPAKA 
Matra = 6 
Jati = Chaturashra Bhaga = 2 
Anga = Druta = 0 
Laghu = 1 
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1 Guna + 


Dha Kadataka Tin Da 


2 Guna + 


Dha-Kadataka A Dha-Kadataka 


1 


Tin-Da DhaKadataka ; DhaKadataka n Tin-Da 


3 Gun + 


‘Dha-Kadataka-Dha Kadataka-Tin-Da 


'Dha-Kadataka-Dha Kadataka-Tin-Da 
Dha-Kadataka-Dha Kadataka-Tin-D 


4 Gun + 


 Dha-KadatakaDhaKadataka A Tin-Da-Dha-Kadataka 


'Dha-Kadataka-Tin-Da Dha-KadatakaDhaKadataka 
Tin-Da-Dha-Kadataka pt 


TALA = JHAMPA 


Matra = 10 

Jati = Tishra 

Bhaga = 4 

Anga = Druta = 0 
Laghu = 1 
Druta = 6, 
Laghu = 1 


iN OE Sr ree (5: 
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Sthaji Ukuta 


One gun + 


0 


1 
Dhag i Dhatii Nam 
Two gun + 


0 


DhatiNam A DhagDhati 
1 


\NamNati ANamDhag pane 


Three gun + 


0 


I 
NamDhagDhati 1A NamDhatiNam hagDhatiNam 
 NatiNamDhag DhatiNamDhati 


I 
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Four gun + 
° DhatiNamDhagDhati NamNatiNamDhag 


I 
DhatiNamDhatiNam _ DhagDhatiNamNati NamDhagDhatiNam 
ps 


0 
DhatiNamDhagDhati A NamNatiN smDhee 


DhatiNamDhatiNam DhagDhatiNamNati , NamDhagDhatiNam 
NT ae i 
TALA = TRIPUTA 

Matra - 7 

Jati - Chaturashra, 

Bhaga - 3, Anga = Laghu = 1 

Druta = 0, Druta = 0 


1 Gun + 
1 


0 


0 


2 Gun + 


I ; 


0 


0 
Tathi - Ndak , Tathi-Ndak 


Se eh 


3 Gun + 


 Ndak-Tathi-Ndak Tathi-Ndak-Dhei 
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4 Gun + 


IDheiTathiNadakTathi NdakTathiNdakDhei TathiNdakTathiNdak 


OTathi-Ndak-Dhei-Tathi _ Ndak-Tathi-Ndak-Tathi 


Tala = Attala 
Matra = 12 
Jati = Chaturashra Bhaga = 4 
Anga = Laghu = 1 


Laghu = 1 
Druta = 0 
Druta = 0 


Sthai Ukuta 
One gun + 


!_Dhinda Kita p Jhena x Thei 
! Tajha Omta AJhenap Thei 


0 


0 


Two gun + 


| TathaOmta hadiGina ADhindakita AJhenathei 


TajhaOmta A JhenaThei 
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Three gun + 


DhindakitaJhena, TheiTathaOmta , JhenatheiTatha QfitaDhandiGina 
Dhindakitahena_TheiTathaOmtanJhenatheiTathy mtaDhandiGing/ 


° DhindakitadJhena TheiTajhaOmata 


Se rr rr 


Four gun + 


1 
TajhaOmtJjenaThei _, TathaOmtaDhadiGina 


DhindakitaJhenaThei „ TajhaOmt Jjena Thei 


SS 


° TathaOmtaDhadiGina DhindakitaJhenaThei , 


Se ie Se le 


0 


TajhaOmtJhenaThei ATathaOmtaDhadiGina 


Tala - Mattha 
Matra = 10 Jati = Chaturashra 


Bhaga = 3 Anga = Laghu = 1 


Druta = 0 
Laghu = 1 
Sthai Ukuta 
One gun + 
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Oe DO Pe OOOO ANODE OONuAeeil 


Two gun + 


'DhaGe Tathei ATakeThei ATharikita 


! TaThei ATakeThei ATharikita ADhadiGina 


Three gun + 


'DhaGeTa _,TheiTakeThei ~TharikitaGadi. GanaDhaGe 
0 . 
TaTheiTake TheiThariKita 


1. 
GadiGanaDha GeTaThei .~TakeTheiThari,KitaGadiGana 


Four gun + 


! DhaGeTaThei T eTheiTharikita yadiGanaDhaGe aTheiTakeThei 
1 


TakeTheiTharikita, GadiGanaDhaGe | TaTheiTakeThei arikitaGadiGana 


Tala = Dhruba 
Matra = 14 
Jati = Chaturashra Bhaga = 4 
Anga = Laghu = 1 
Druta = 0 
Two Laghu = 11 
Sthai Ukuta 
One gun = + 


\ Dhei p kededhin Ndak , Dhini 
Ta-Kidi i Takedhi « Ndak Dhini 

I 

4 Taka 4 Dhini Taka Dhini 
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‘ 


[oD RO DOO eng oer OO DTC OOO 
I rE 


Two gun + 
) : 


Dheikededhi NdakDhini TakaDhini a-kidiTakedhi 
{ NdakDhini A TakaDhini 


N 
TakaDhini , Dheikedhi NdakDhini , TakaDhini 


I Se I NN 
Ta-KidiTakedhi NadakDhini TakaDhini TakaDhini 


Three gun + 


° TakadhiniDhei, kedhiNdakDhini 


Four gun + 


'DheikededhiNdakdhini .TakeDhiniTa-kidiTakedh;j 
NdakDhiniTakaDhini akaDhiniDheiKededhi 


O'NadakDhiniTakaDhini _Ta-KidiTakedhiNdakDhini 


! TakaDhiniTakaDhini „ DheikededhiNadakDhini 
Se ee ee 


I \ 
TakaDhiniTa-KidiTakedhi, NdakDhiniTakaDhini 


Soo leer ee 


ITakaDhiniDheikededhi „ NdakDhiniTakaDhini 


So ee ee le 


Ta-kidiTakedhiNdakDhini , TakaDhiniTakaDhini 


er Le 
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DOS SPO DECC COPECO Cr AR PRE COP EO 


POO Grr PPO Ete OCC 


Khandi, Gadi, Arasa and Tihai or Katana in ‘Ekatal?’ 


marking it with matras. 
KHANDI 
(1) + 


Tas , sti ,Tathinithinakathini ThinakitaDhadigana 


(2) + 


'Takathi ANitaka A Thinita A Kathini 
(3) + 


'Thinithi A Nakita ThinakaA  Tathini 


ଛା 


'Takadhi Nakita Dhinaka Tathini 


(4) + 


I 
Tadhe sta ~Taskadatake A Dhadigana 
. Gadi 


(1) + 


1 


Dhina Kadataka Dhina adataka 
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COOGEE tO paca 
reat eeeeeesTa 


) 
Thina Kadataka , Dhina adataka 
oo 
Dhina ,Kadataka, Dhina adataka 


'Thina Kadataka Dhina Kadataka 
(2) + | 
'Dhina pKadatakaA Dhina Dhina 


! Kadataka Dhina Kadataka x Dhina 
1 


I 

Kadataka, Dhina Kadataka, Dhina 
TIHAI or KATANA 

'Dhas, SS 


’ Kadataka | Dhina 


Sr A Ae 


'Kadataka Dhina Dhas 


er es er 


Kadatak Dhina Kadataka , Dhina | 


Dha 
(3) + ni 
। 


'Tasketa , T 


1 


'Tasketa Tagadigana ,Dhagadigana , Dhagadigana 


"Dhasgedha Dhagadigan Tasketa Dhagadigana 
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pac rerGn Ae pacer eae egpaameeagaaaeeaeae ered ERO 


BO OO CO OO ai et i 


'Dhasgedha , Dhagadigana Tasketa Dhagadigana 


Tihai = 


'Dhasgedha Dhasgadigana Dhas Dhasgedha 


'Dhagadigana Dha hagedhaga ,Dhagadigana 


Dha 
+ 


(4) + 
'Dhateteketedhi Ningitaka Dhinakita Dhinitaka 


Mrateteketedhi, Ningitaka . Dhinakita , Dhinitaka 


NP NG 


Dhateteketsdhi Ningitaka Dhinakita , Dhinitaka 


SS SS NG 


Tuteteketedh} Ningitaka , Dhinakita , Dhinitaka 


So aN PSN SN 


'Dhinakita Dhinitaka , Dhateteketedhi , Ningitaka 


h f 
Thinakita A Thinitaka ^ Dhateteketedhi ,„ Ningitaka 


I 


I 
Thinakita A Thinitaka a Dhateteketedhi „x Ningitaka 


I 
Dhatereketedhi | Ningitaka _ Tateteketedhi Ningitaka 


I 
Dhatereketedhi „ Ningitaka , Tateteketedhi Ningitaka 


Se i eh NC 


I 
Dhatereketedhi _ Ningitaka Tateteketedhi Ningitaka 
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I 
Dhatereketedhi, Ningitaka „ Tateteketedhi , Ningitaka 


iN SS 


TIHAI or KATAN 


I 
I 
Dhasp Tas _ Dhatereketedhi Ningitaka 


'Dhateteketedhi  -Ningitaka Dhinakita Dhinitaka 
Dha+ 

ARASA 

(1) + 

'Dhei Kita Kadatake Dhei 


!Tadhe Ita Dhei Tadhe 


| Dhei Kadataka Dhei Tas 


\_ CAC ACC ACC YS 


i Tadhe 


[32 eerie 
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"Ita Kadataka Dhadigana Thei 


Ketetaka , Takatere ,Ketetaka 


| 


Tihai 


'Tadhe , Ita Dhei  ,Gadigan 
'Dhei Ta Dhei ATadhe 


lita Dhei ,Gadigana . Dhei 


(2) 


'Takatari Kitataka ,Gadigana , Dhas 
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re errata eee na ta SM Ge NDA NE EEE YE AEE 


I 
Jhena Amta Kita Taka 
Tihai - 


le 
Tingana x Dhas SDha Gadigana 


'Dhas SS fn Tingana , Dha 


'sdha Gadigana Dhas SS 


+ 


(3) + 


'dhadi Gana , Thinithina, Kitathini 


Tihai - 


'Skadataksa Dheitas ^ Dhadigan Dheitas 


LC] 
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Ere RRO PSP PES mt PET OER ENP APE Ere ree em or 
rena rarer 


'Dhei SS skadataka, Dhaitas 


CC AC AC ACY 


'Dhadigana Dheitas Dhei SS 


er ee i Ne na 


'Skadataka Dheitas Dhadigana Dhaitas 


(4) + 


Tas Jham Taka Jham 


PN 


1 


Take Dhadi Gina Kiditaka 


1 


Dhaskiditaka Tajhena Takajhe Nakita 


'Dhas Thei Dhaskiditaka, Tajhena 
Takajhe Nakita Dhas Thei 


'Dhaskiditak Tajhena Takajhe Nakita 


TIhaAI OR KATANA 
4 Matra , 


ln F 
KR Dhatin Ganadhas Tinsgana 


< AY 


er sees 196 
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Ma RI ee PENSE RN SG RD sca CS RSA CIRO OI TT NC APES 5 ENG IRB EET GCI ORE 


8 Matra + 


1 ଆ 

Taskiditakax Dhadigana Thei Taskiditaka 
1 ¢ 

Dhadigana Thei Taskiditaka ,Dhadigana 


Dha 


+ 


12 Matra + 


ss Gadi Gana Dhas 
1 


Dha 
4+ 


16 Matra + 


I 
Dheidhei , Tingana x Dheitin , Ganadhei 


I 


Tinsgana Dheidhei , Dheitins , Ganadhei 
 rinsgana Dheitins x Ganadhei , Dheidhei 


I 
Tinsgana , Dheitins , Ganadhei , Tinsgana 


ee se a 


Khandi, Gadi, Arasa and Tihaij or Katana in Tala 
‘Rupaka’ marking it with matras. 
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DDD staat DPR er enn 
orn Arte Aen DRDO PO 


KHANDI 


(1) + 


।। 


Thinakita , Thinitaka , Thinthina , Kitathina 
! rhinganas Dhastins , Ganadhas » Tinganas 


(2) + 


° Dhas Kadatak 
'Dhagedha Dhatinda Tagedha pn Dhatinda 


(3) + 


‘Thinthinakita , Thinakatathini 


NS lS 


"Takathinakita Dhinakatathini Takathalasnga ‘Takadhadigana 
Se ee ee a i 


Dheis Takathalasnga 


ee i ee 


1 I 
Takadhadigana Dheis Takathalasnga Takadhadigana 


(4) + 


Dhakadataka, Tajhena 


ie 
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0 

Jhenata Kajhena 

on ; 

Dheitingine , Dheisdheis ,„ Tinginedheis ,Dheitingines 


GADI 


(1) + 


’Dhina Kiditaka 


1 


IDhina ,  Thina , Kkditaka, Dhina 
0. 


Dhina Kiditaka 
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Derren eto ee pe PP 


'Dhas SS SS Dhina 


 Kiditaka A Dhas 


i 


SS SS Dhina AKiditaka 


(2) + 


Taskata Tasdhadigana 


’Dhaskadha _ Dhasdhadigana 
'Dhasdhadigana Dhasdhadigana Dhasdhadigana Dhasdhadigana 
SL ler NS a 


Taskata Tasdhadigana 


Sr ie 


1 


1 
Dhasdhadigana Taskata Dhasdhadigana Dhasdhadigana 
i PC CT 4 Ef 


 Dhasgedha Dhasdhadigana 
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'Dhasdhadigana Taskata Dhasdhadigana Dhasdhadigana 


Se rN DS af TL 
 Dhasdhadigana Dhasdhadigana 
1 hasdhadigana AQhasdhadigana ADhasdhadigan Qhasthadigansy 


 Dhasdhadigana Dhasdhadigana ; 
Tihai = 


1 | 
Dhasgedha „ Dhasdhadigana, Dhas SS 


Ss PP a STNG NG 
 Dhasge dha ADhasdhadigana 


+ 


(3) + 


I 
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[COCOONS Gr RTO 


Dhinidhi A Nakita _/ 

Tihai = 

er 
\Dha \_S_/ 

(4) + | 
Dhini A Gita ; 


‘Tini Gita 


NOC a NS 
Terekete Tina Terekete Tina 
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1 

'Dhina A Dhini ~ Gita A SS 
erekete A Dhina _/ 

Terekete Dhina Terekete Dhina 


_Terekete A Dhina 
erekete A Tina 
erekete A Tina _/ 


`0 


KP 'Dhina Kadatak Dhina ^ Kadatak 


0, 


‘Tina Kadataka 


Ne ee Ns 


Tihai = 


1 
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N ss Kadataka a Dhina Kadataka 


Dhina Kadataka 


Nr 
0 


Kadataka „ Dhina 


"Kadataka Dhina & Kadataka ,Dhadigana 


QLBCALana A AC NL Ot 
ARASA 
(1) + 


Dhe:i SS Kadataka, Dhei 


'Kadataka A Gadigana Dhei SS 


Kad ataka Dbhei Tas Dhei 
rr adataka Dhei ) 


EP Ne 


ITintere Kititaka a Takatere ~ Kititaka 


Tihai = 


\Iadhe A__ lta 7 


'Kadataka Gadigana Dhei Tas 


ear re Cee Te ee? 


'Kadataka A Gadigana Dhei Tas 
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OOOO OO rE OOP OOO eRe rena 


(2) + 


 Dheiterekete Takadhadigana 
ee ie i Tie 
1 


hele A Dhsgethe 7 
(3) + 
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ONG PEE eat tse OPERONS EEE PODER ONAN OES reset Sch 
 Taska _A_ Dheis 


 Kadatakadhex Tedetska Dheikada pn  Takadhei 


'Takadataka Tajhena Kadatakajhe A Nakadataka 


Tihai = 


Dhakadataka Tajhena „ Takadha , Digana 
SL oS 


0 


a 


Thei + 


(4) + 


 Dheikadataka Dheidhei 
Tas Taskadataka Dhinakita Dheitas 


0 


IDhinakita Dheitas ~Kadatakadhei Tas 
0 


iKitataka Tingina Kitataka Tarikita 


Tihai = 


'raskadataka Gadigana Dhas SS 


Dha + 
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Tihai or Katana = 


6 Matra = + 


'sTin Ganadha S Tingana 
12 Matra = + 


'Thei S S Taskadataka 
1 


S S Takadataka Jhenakita 
12 Matra 


Thinthinakita ~ Tinakatathini , 
'Dhas, SS |, SS _ Thinthinakita 


A SO 


Iss, Ss, Thinthinakita ~Thinakatathini 


18 Matra = 


'Tajhenadhas Takitatajhenan Dhas1a SS 


'Dhatakita Tajhenadhas /~Takitatajnena i Dhas 
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Corer aaa 
1 


Takitatajhena Dhastakita , Tajnenadha Takitatajhena 


The bols of ‘Mancha Prabesha’ with Matras 


Tala-Ekatali, Matra-4, Bhaga-l, 
Anga-1l Laghu, Jati-Chaturashra. 
4 


Dhe Ta Tintere AKititaka 


'Dhe Dhe Ta Dhe 


1 
Dhe X Ta Dhe Ta o 
CA AT ACT 
1 


The bols of ‘Bhumi Pranam’ and ‘Sabha Pranam’ in 
accordance to the style of Guru Sri Pankja Charan Das. 


BHUMIPRANAMA 


Tala-Ekatali, Matra-4, Bhage-1, 
Anga-1 Laghu, Jati-Chaturashra. 
+ 


\Tarikitaa Dhis A Dhala A Anga 


irak Ta 4 Taka Ta 
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“Ta-tha Amta Kiditaka A Gadigana Dha+ 


SABHAPRANAMA 
Tala-Ekatali, Matra-4, Bhaga-l, 
Anga-1l Laghu, Jati-Chaturashra. 

pe 


1 


Tarikita,  Dhi , Dhala , Anga 


1, 


iTa-tha Amta Dhadha , Gina 


I NC NG 


Ta-Tha Amta Dhadha ,_Gedigana 


2 times. 


ITadhi x Kiditak Thei Thei 
\Tadhi AKiditakaa Tadhi AKiditaka 
Iradhi AXKiditakan Thei Thei 
149 
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'radhi » Kiditakan Tadhi ,AKiditaka 


!radhi ,Kiditaka, Thei , Thei 


SN SC A CG 
rath Amta Kita Taka 


'Sdha _Gadigana Thei Thei 


SS TA LN 


'saha Gadigan Thei Thei 


Hata Dhina Amta 


Sta A Hata A Dhin A Thei Hata Dhi Thei 


4 Times 


Saha goalin ALadgang lel A Toer J Thei 


iratha Amta Kita 
pe ee 9 Times 
Thei 


edhe A Kite» The Ss, 
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Tibaij = 


Tas Tathe Idha Gadigana 


Thei SS TaS A Tathe 

Tas Tathe Idha Gadigana 
I 

Thei SS SS SS 


Thei 
4 


oy £55 | 
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The bols of ‘Bhumi Prananv and ‘Sabha Pranamt’ in 
accordance to the style of Guru Sri Kelucharan Mohapatra. 


BhumiPranam 


Tala - Ekatali, Matra-4, Bhaga-l, 
Anga-1 Laghu, Jati-Chaturashra. 


ସ୍ତ 


iThari Kita Dhi A Thala 
'SNga Tak Ta SS 


Tak A Ta A Take A Ta 7, 
Ta-tha Amta Kiditaka A Gadigane 


Dha + 
Sabhapranam 
Tala=Ekatali Matra-4 Bhaga-1 
Anga-l Laghu Jati- Chaturashra. 
+ 


1 
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I 


4 Times 


Taka STa Gadi Gane 


I 


S Dha Kititaka A Gadigane 


'Thei AL $ Ss Dha 
'Kititaka Gadiganei  Thei S 


1 


Theia S S Ss 
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‘Sthai Nritta’ in accordance to the style. of 
Guru Sri Pankaja Charan Das. 


Tala-Ekatali, Matra-4, Bhaga-1, 
Anga-1 Laghu, Jati-Chaturasra. 
+ Sthai = 


Take Dha Dha AfKiditaka According 


I to dance 
Tas Amthe IS Thei 
Antara = 


Takes Dhas Dhas AKiditaka According 
i . h to dance 
Tas Am Jham Tari 


Arasa = 


er der 


Tata | Tadhi Kititaka , Jham 


Naskita | Kititaka , Tarikita | Kititaka 
Co CU NC Cs 
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\ Thei SS Naskita , Kititaka 
ei i SL SN 


rarikita , Kititaka, Thei Sta 
SG CCG OT 


Naskita Kititaka | Tarikita Kititaka 
<i IS IN SS 


Taka STa Gadi , Gana 
NI SC CI NS 


Taka STa Gadi Gana 
CCC ACC NAM CC ACY 
I 


Thei + 


‘Batu Nritta’ in accordance to the style of Guru Kelu 
Charan Mohapatra. 


Batu Nritta 


Tala-Ekatal, Matra-4, Bhaga-1l, 
Anga-1 Laghu, Jati- chaturasra. 
4 


SJhe Namta A’ Tas SS 


'Thei Thei Takiti Takata 


4 times 
Sta Hamta A Gadigana Thei . 


IThei Thei Dhiniiti A Takadhini 


IDhiniiti ,„ Takadhini , Dhiniiti 


wu Dhiniitt x Tekadbin{ x Diingtt a Takadhi 


Irakadhini _ Takadhini, Dhinit _ Takadhini 


Se aN SS 


i 
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\_Dhiniit_ATakadhini \_Dhiniit_ATakadhini 


'rakadhinin Takadhinin Dhadha xp Dhetetete 


ITajha , SMta , dJhanm , Kititaka 
IN NN LIN 


1 


Jham | SS Tasjha SMta 


I 


Tasjha SMta A- Jham AXKititaka 
Taka DhaS DhaS AfKititaka 


5 times 


Tas ° Sm Jham Tari 
Khandi 


'Ta-ke DhaS ADhagine A TaS 


Ta-kititaka TaS Dha-gadigane A DhaS 

I 
I 10 times 
Tas Sm Jham Tari 


Taskita Jham Tarikita Jham ; 


\askadataks Jham Tas Thei 
iraskita Jham Tarikita Jham 


I 
Taskadatak Jham Tas Thei 


1 7: 4 


Cr De Ce a PER Pe {| ¢ PUES 
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Tattari A Kitatakan Jhamtaria Kitataka 


Gadi gana Dhas Dheikadataka Gadigana 


"Take Dhas Dhas Kititaka 


8 times 


"Tas SM Jham A_ Tari 
Arasa = 


'Dhinite A Takite A DhiniteA_ Tas 


Tasta Tas sGa Digane 


'Dhinite A Takite A DhiniteA Tas 


'Tasta Tas sGa Digane 


'Dhinite Tas Takadhe JItete 
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Take Dhas Dhas Kititaka 
4 times 
Tas 


Arasa= 


XK 


adatakadhina, Kadatakadhina ,Kadatakadhina Kadatakadhina 


AC AC rg 


Kadatakadhina Kadatakadhinai Kadataka;i Dhas 


'xadataka Dhas hagadiganz Dhas ; 
_____ 


rake Dhas Dhas ititaka/. 
Tas . SM , Jham, Tari pp es 


Se Ne aN a NN 
'Kuku A Ndari A Taku A Ndari 
[ Tajhe Nuta Jhenu Tari I 


'Kuku A NdariA Taku A Ndari 


Tajhe NutaAJhenuA Tari ; 


h 3 Times 
Jhe-na Smia Kada Taka 
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'Thei SS Dha zadigana 


'Dhinaterekete Dhinatereket Dhinaterekete Dhinaterekete 


'Dhinatereket Dhinaterekete, Dhinaterekete Thei 


Dis Dheitere A Kititaka A Takatere 


¦ 


Tinterekititaka ATakaterekititaka Gadigane AThei 
'Tinterekititaka ATakaterekititak Gadiganea_Thei 
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2 Times 
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I 


'Gadigane Thei ADhasdhas A Gadigane 


'Kiditaka, Gadigane, Thei , Kiditaka 


'Gadigane Thei Kiditaka A Gadigana 


Thei + 


"Basanta Pallabi" in accordance to the style of Guru Sri 
Pankaja Charan Das. 


‘Tala = Ekatali, Matra-4, Bhaga-1, 
Anga-1l, Laghu Jati-Chaturasra. 
Sthai = + 


‘ham STa Rita Jhena 


CT AC AT ACY 
Taha Ac SMta Rita Jhena 


2 Times 


Tasjha a SMta & Rita: ~ Jhenakiditaka 
Arasa = 


'Dheidhei ‘Taskiditaka, Dheidhei , Tas 


re 2 Times 


1 


rad ere Cn ihe NG 0 ead. ନର 
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Sthai = 


\‘ ‘Jham STa Rita Jhena 


sham STa Rita Jhena 


'Tasjiha A SMta A Rita A Jhenakiditaka /. 


Antara = 


'sTa Kititaka Tata Jdhena 


'STa Kititaka Tata Jhena 


1 


Jham STa Rita Jhena 


1 


Tajha SMta Rita A-Jhena 
ham STa Rita Jhena 


j 


Tasjha Mta Rita Jhena 


pees sel G I aes 
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OCA EP Tn Ee PES OEE RENEE EOE rs peel emerge PA PERE eet OPO PCR rie pr 


Notetion = 


'NisaGaMa ,DhaGaMaDha, GaMaDhaNi , SaNiDhaMa 


'SaRreSaNiSaNi DhaNiDhaMaDhaM 
GaMaGaReGaRe Sa-Re Sa. 


! SaRe-SaNiSaNi haNiDhaMaDhaMa 


! SaRe-Sa & NiSa-Ni A DhaNi-Dha n MaDha-Ma 
Tinterekititaka Takaterekititaka 


SaReSa -NiSa 


Nie dhaNiDha ~ -MaDha ~- Ma- 


[\CaMaDhan Sa-GaMa , DhaNiSa- GaMaDheN;, | 3 


NS ND SP Times 


'DhesDhedhe STingata Dhakitedho Kitetaka 
2 


'Tatatadhi Tarikitatarikitay Dhalanga, Digutaka Toles 


ES rE 162 
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2 


TereketejhenatereketejhenanTereketejhenatereketéjhenas| 
2 


Jhenasta Jhetusta 


Drimitas 


Lop. 
Kinasta 


I 


'Tinginakititaka Nakaterekititaka , Kinata . SJhenu 


SCD A AS 


'Kinajhenu Taskina Jhenutas AXKinajhenu 


I 


‘Basant Pallav?’ in accordance to the style of Guru Sri 
Kelu Charan Mohapatra. 


Tala-Ekatali Matra-4 Bhaga-1 
Anga-l, Laghu Jati-Chaturasra. 
Sthai= + 


ham STa Rita Jhena 


rasJha SMta Rita Jhena According 


AA AA ACY dance. 


SJham STa Rita Jhena 
Ta-Jha A SMta ^ Rita x Jhenakiditaka 
ଏ 
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eer rie aE 
| chet inedaisfehnsit np dacats i meta PE I NO a ee 


Arasa = 


. ]4 ୩ 
Lees Dheidhei SKadataka Dheidhei eg 


Ixadatakadhei Kadatakadhei Kadatakadhei Kadatakadhei 


lxadatakadhei Dheidhei , Dheidhei pA Dheidhei 
I L l 1 3 
| Dheiinda Kitataka Takata Gadigane [Hime 5 


Tihai = 


! STingine A Theisti ANginethei A STingine 


Sthai = 


1 Pp : 
Tasjha SMta Rita hes Till end 
| SJham smTa Rita | Jhena 


!Ta-Jha , sMta , Rita , Jhenakiditaka 


Ne i 
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Dr. (Smt.) Bidut Kumari Choudhury 
M.A. (Oriya), Utkal University 
M Music (Odisst Dance) Utkal Sangeet Mahavidyalaya 


H.O.D.-cum-Principal-in-charge 
Utkal Sangeet Mahavidyalaya 
Bhubaneswar 


MEMBER 


Utkal University M. Music. Education Council 
Sambalpur University, Education Council 


LIFE MEMBER 


All India Gandharba Mahavidyalaya. Mumba: 
"NIRMALYA", Puri 


Achieved "PADMA KESHARI" award 
by "Chinta O Chetana" in the year 1991 
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